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ABSTRACT
SOLO PIANO PERFORMANCES IN LONDON FROM 1837-1850:
A CULTURAL AND MUSICAL EVOLUTION
Lisa A. Withers
Solo piano performances evolved into a unique form of public concert (the
piano recital) during the early part of the nineteenth century. Social, intellectual
and economic factors were involved in creating the conditions necessary for this
evolution, and it was in London that the most significant early developments
occurred. It is the premise of this study that the economic and social influence of
the newly wealthy, English, upper middle class was instrumental in creating a
cultural tradition of solo piano performances. The formation of a canon of
pianistic works suitable for frequent performance was a direct result of this new
middle class influence.
This study seeks to create a conceptual understanding of the role of solo
piano performances in the performance culture of London from 1837-1850. This
was achieved by examining concert programs, advertisements and journal
reviews of the period, as well as investigating modern scholarship on canon
formation and the creation of the music profession. The study is divided into
three main sections: an overview of concert life in London during the first half of
the nineteenth century, economic and social aspects of solo performance, and
social identity and the pianistic canon. Listings of ticket prices and solo
repertoire performed during this period are provided in an appendix. Also
included are copies of programs and advertisements for public performances.
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1
INTRODUCTION

OVERVIEW OF THE PROBLEM
Beginning in the early nineteenth century, performances of solo piano
music assumed a prominent place in the concert life of many European cities.
The demands of expanding virtuoso technique and more complex forms of
keyboard composition led to or resulted from many advances in mechanical
improvements to the piano. Advances such as the ‘double escapement’
mechanism1 and the advent of cross-stringing firmly established the piano as
a solo instrument which was capable of being used and heard in many public
venues. Franz Liszt is generally credited with creating the idea of a concert
consisting solely of piano music, describing a solo concert or “musical
soliloquy” for the first time in a letter of 1839.2 In Liszt’s Berlin concerts of
1842, he added another innovation: the inclusion of the works of other
composers, including Bach, Handel, Scarlatti, Beethoven and Weber.3
This was not, however, the first such occurrence. Ignaz Moscheles, an
émigré to London from Eastern Europe in 1826, had advertised a series of
“Soirées of Classical Pianoforte Music” (interspersed with select vocal
selections) in the King’s Concert Rooms at Hanover Square (seating - c. 800) in
1837.4 These concerts were intended to
illustrate the development of the art of piano-playing during the last century, by performing
a selection of studies and exercises from the works of Scarlatti, Bach, Handel, Woelfl,

1

Dussek, Stiebelt, Clementi, J.B. Cramer, Field, Hummel, Herz, Czerny, Potter, Chopin,
5
Mendelssohn, Thalberg and Moscheles’, with ‘Grand Sonatas’ by Beethoven and Weber.

Moscheles’ inaugural concerts of solo piano music in 1837 and Liszt’s
London season of 1840, which preceded an 1841 tour of the provinces
provided the success needed to establish the solo piano recital as a staple of
the concert season throughout Europe. It was evident that many European
pianists were making use of this new format by the early 1840s as a departure
from the eclectic variety of programming prevalent in most early nineteenth
century concerts that involved orchestral, chamber, vocal and solo works.
Integral to the development of the solo piano recital was an emphasis
upon the interpretation of works by composers other than the performer and
the development of a body of works suitable for frequent performances with a
variety of interpretations. Early nineteenth century pianists generally
performed works of their own composition in an effort to sell their music
and receive more performance engagements.6 Virtuosity and
improvisational/compositional skill were highly valued by most audiences.
During the decades of the 1830s and 40s, however, this attitude began to
change. As the independent professional pianist evolved, a gradual shift
from composition to interpretation began. The ultimate product of this shift
in attitude was the solo piano recital and by 1850, it was firmly ensconced in
European musical life. At that time, “programming conventions that still
influence judgements made by present-day performers were beginning to
emerge.”7 Many of these “conventions” resulted from the emergence of a
standard piano repertoire consisting of works by past masters and
contemporary figures who were seen as artistic descendants of the past
traditions. The 1830s and 40s were decades of gradual, but important, change
in the performance of piano music. Interpretative ability and knowledge of
2

many different compositional styles became important qualities in
performance. The piano recital of the mid-nineteenth century, because of its
emphasis on interpretation, became the vehicle by which the specialized
career of the professional pianist was created. The beginnings of this new
profession took root in the city of London.
London was the scene of great musical and cultural activity in the
eighteenth and nineteenth centuries due to the commercial freedom and
entrepreneurial spirit encouraged by the burgeoning Industrial Revolution.
Added to this was the relatively weak governmental control of musical life
(as compared to other European cities). Many notable musical events
occurred in London throughout the seventeenth and eighteenth centuries.
London was, for instance, the site of Europe’s first major public concerts,
organized in 1672 by John Banister at his Whitefriars Music-School.8 Concert
series, such as the famous subscription series inaugurated by J. C. Bach and
C. F. Abel in the 1750s, served to create a musical/cultural atmosphere that
attracted many foreign virtuosi throughout the eighteenth and into the
nineteenth centuries. Many continental performers such as Felice Giardini,
Carl Stamitz, W. A. Mozart and J. C. Bach made extended visits to London in
the eighteenth century. This paved the way for late eighteenth/early
nineteenth-century virtuoso pianists such as Hummel, Dussek, Cramer,
Clementi, and Field to take advantage of the enthusiasm and financial
support of London audiences for accomplished foreign musicians.
The increasing power and participation of middle class professional
and amateur musicians began to determine the course of musical life. The
growth in popularity of the piano as a “domestic” instrument in the English
middle-class home also had an effect upon the reception of pianists in
London. By mid-century, pianists such as Liszt and Moscheles were virtually
3

assured of financial and personal success because of this ever-widening
audience.
During the late 1830s and 1840s, London became the central site of
“classical” performances of solo piano music (performances of works by
“great” musicians of the past and present). This type of performances quickly
spread to the continent and, by 1850, became one of the principal venues for
performing pianists. This development of a classical music scene paved the
way for the institution of many performing conventions, some of which
have remained in place to the present day. Today, concert pianists are
evaluated and judged largely on their interpretive abilities rather than their
compositional/improvisational skill. More often than not, technical skill is
linked primarily with issues of interpretation rather than bravura displays of
prestidigitation. An examination of the forces leading to such changes in
taste and convention provides a context in which to view the place of the
piano recital in today’s concert life. Although much material has been
written about the performances of pianists during the period 1837-1850, none
has focused on the increasing frequency of these solo performances.

STATEMENT OF TOPIC
The purpose of this study is:
(1)

To examine the impact of economic and social/class identity issues
upon the evolution of solo piano performances in London from 1837
to 1850.

(2)

To investigate the formation of a musical/pianistic canon and to trace
its effect upon the nature of solo performances in the period.

4

SCOPE AND LIMITATIONS OF THE STUDY
This study will focus on publicized solo performances of piano music
by professional pianists in London during the period from 1837-1850. These
dates were chosen to represent a period in which the conventions of
programming and performance were inaugurated and, eventually, firmly
established as cultural and musical tradition. Beginning with Moscheles’
historical performances and ending with the onset of a decade in which “the
piano recital had come into being,”9 this study seeks to explore the social and
cultural atmosphere in which long-lasting ideas of solo piano performance
were created.
The activities of professional pianists in chamber music and concerto
performances during this time will be mentioned only in reference to their
inclusion in performances involving solo piano music. Furthermore, this
study will be limited to those performances that occurred within the city of
London. Examination of programming and performance conventions in
other European cities will be referred to only in the context of comparison
and/or contrast.
Because performances of solo piano music were often linked to
performances in other media (i.e. vocal solos and duets, instrumental
chamber music, concerti movements, etc.), particularly at the beginning of the
period being studied, the programs and reviews that were studied often
included works other than solo piano music. These works are not referred to
in specific terms in the body of the investigative text; neither are they
included in the concert repertoire listings of Appendix I, Table II.
Undoubtedly, many unpublicized performances of solo piano music occurred
in private residences during this period. This study is, by necessity, limited to
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performances which were advertised in the musical press or from which
public advertisements still exist in archive collections.

PROCEDURE
To accomplish the goals of this study, it was necessary to examine
primary reference materials from the period being discussed. This involved
performance programs, posters of advertisement, reviews in periodicals
(musical journals and newspapers) and correspondence. After examination
of the primary materials, a thorough canvas of secondary reference materials
was needed. These included modern studies of musical “canon,”
social/cultural studies of general concert life in London at the time, and
histories of the development of the piano, the music profession and the
socio-economic status of the musical audience.
Following a review of literature, it is important to recreate the context
in which these solo performances would have occurred. In this study, a brief
outline of the political, social and cultural events in early nineteenth century
London precedes a discussion of the different forms of music making which
were common to the era. The main text of investigation falls into two parts:
economic factors and social/class identity concerns. As these two areas are
integrally connected, this study particularly seeks to clarify the economic and
social role of the middle class in creating the conditions necessary for solo
piano performances. Concluding remarks are designed to tie together the
varying trends and movements that served as catalysts for the evolution of
the piano recital.

6

2
REVIEW OF THE LITERATURE

EXTANT RECITAL PROGRAMS AND ADVERTISEMENTS
Although many recital programs and advertisements from this period
have been lost or destroyed, the Royal College of Music in London houses a
concert program archive which contains several examples. Programs from
organizations such as the Philharmonic Society and the Sacred Harmonic
Society are naturally more complete, but, unfortunately, these programs
rarely or never reflect performances of solo piano music. The archive’s copy
of the Record of the Musical Union: 1845-1850, which is edited by John Ella
(critic and founder of this chamber music society),1 provides interesting
information regarding the inclusion of single works for solo piano on
chamber music programs. Programs from the benefit concerts of prominent
pianists provide a more coherent view of programming choices. In some
cases, personal invitations to private performances have been donated to the
RCM archive as well.

This collection is continuing to expand its holdings

with many private donations of nineteenth century programs and
announcements.
The British Museum and the Victoria and Albert Museum of London
also have collections of programs from this period; however, they deal
mainly with performances of a more widely publicized nature, such as
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orchestral and choral events. As such, these collections were not consulted
for this particular study.

PERIODICALS FROM THE PERIOD (1837-1850)
The most valuable primary resource in completing the research for this
study was the periodical The Musical World: A Weekly Record of Musical
Science, Literature, and Intelligence (1836-1891). Yearly bound volumes of
this magazine in its original form were found in the library of the Royal
College of Music in London. Not only does this periodical provide specific
listings of programs presented in the week prior to each publication, but it
also includes detailed critiques of the performances and details of the event,
including aspects of the performing halls and descriptions of the audience
members. This periodical was marketed to an upper middle class and
aristocratic audience, including professional and amateur musicians.
Also helpful were certain issues of the London Times and the
Illustrated London News. Unavailable to this author were pertinent issues of
the Daily Athenaeum, the magazine of a literary and scientific society
(founded in 1828) which commenced reviewing musical events in 1839, with
the appointment of the critic Henry Chorley.2 However, many of these
Athenaeum articles can be found in memoirs of the day.

MEMOIRS OF THE MUSICAL JOURNALISTS/CRITICS
Three of the most significant musical critics who were active during
the period 1837-1850 were J. W. Davison, Henry Chorley and John Ella. These
three, in addition to their journalistic and musical endeavors, also wrote or
inspired others to write their musical memoirs.3 The memoirs of Henry
Chorley, because they dealt almost exclusively with operatic developments of
8

the period, were not consulted for this study. The other two critics, however,
provided essential information regarding cultural and societal attitudes
towards certain types of performers and compositions. Each of the two
memoirs, one written by the critic himself and the other by a descendant of
the critic, feature essays about the musical developments of the age,
particularly focusing on issues of gender, character, genius and morality.
These are recurrent themes in virtually all forms of mid-Victorian public
discourse. What they reveal about middle class ‘musical’ identity makes
them an important resource for this study.

BIOGRAPHIES, DIARIES AND LETTERS OF PERFORMERS
The two most significant pianistic figures whose biographical and
career information shed important light upon the musical developments in
London during this time are Franz Liszt and Ignaz Moscheles. Their
activities, particularly during the crucial years of 1837-1840, provide a personal
and integral view of the transformation of the performance scene at this time.
Constance Bache’s translations of the Letters of Franz Liszt4, provide
very little information about Liszt’s 1840 season in London, with the
exception of a few letters which are widely quoted in many resources
pertinent to this study. David Ian Allsobrook’s work entitled Liszt: My
Travelling Circus Life,5, although it focuses on two economically profitable
provincial performance tours in 1840 and 1841, does devote one chapter to
Liszt’s London season of 1840, during which he inaugurated his famous
‘recitals’ on the pianoforte. Allsobrook’s descriptions of audience reception
and economic support illustrate the key elements of British musical culture
that attracted foreign artists such as Liszt. In addition, Alan Walker’s Liszt:
The Virtuoso Years 1811-1847 6 provides a succinct account of Liszt’s travels
9

and reception in London calling this tour his “first serious artistic defeat”
because of the negative press notices he received.7 He also includes an
important list, compiled by Liszt himself, of the solo works performed during
the 1838-1848 period of travel, although not necessarily categorized by place of
performance. Although she was not active in London during this period, the
lists of repertoire performed by Clara Schumann on the continent create a
point of reference and comparison when assessing the effect of London’s
musical/pianistic developments upon the rest of Europe.8
The anecdotes that are compiled in Recent Music and Musicians as
Described in the Diaries and Correspondence of Ignatz Moscheles9 provide a
personal glimpse at the struggles of an artist to balance artistic integrity with
the desires of a commercial public. Moscheles’ attitudes and opinions
regarding his contemporaries are essential to this study. Important elements
of this study’s investigative text are based upon his groundbreaking series of
“classical” soirées and subsequent popularity with the critics and musical elite
of the time. Each of the chapters of this memoir encompasses the musical
activities of one year, with the exception of the earlier chapters which detail
Moscheles’ early life and education. The narrative is constructed by weaving
together quotations and information found in letters and diaries, most
particularly Moscheles’ continual correspondence with Felix Mendelssohn
and his family. Moscheles left London in 1846 to accept a post at the Leipzig
Conservatory; as a result, the period from 1837 to 1846, covered in 10 chapters
is the only section of the book consulted for this study.

TECHNICAL INFORMATION: PIANOS AND CONCERT HALLS
The technological and mechanical advances in piano production
during the early nineteenth century are explained in detail in Cyril Ehrlich’s
10

The Piano: A History.10 The production and distribution of pianos in
England during the first five decades of the century are dealt with in Chapter
2: The Victorian Piano. Ehrlich takes the selection of pianos on display at the
Crystal Palace Exhibition of 1851 as his guide to the “state of the industry, its
products and potential customers.”11 Although parts of this chapter involve
types of pianos which were intended as furniture in middle class homes, the
section dealing with “mid-nineteenth century technology”12 offers details
important to the development of concert pianos and the music written for
and performed on these instruments.
Just as the mechanical/technical aspects of the instruments had a
profound influence upon the popularity of types of music and styles of
performance, the concert halls in which these performances took place also
played a part in determining the nature of the concerts. Robert Elkin’s book,
The Old Concert Rooms of London, 13 remains an essential resource for any
study involving public concerts in London of the eighteenth and nineteenth
centuries. Most significant for this study are the chapters dealing with
Willis’s Rooms, the Hanover Square Rooms, the Argyll Rooms and St.
Martin’s Hall. Illustrations, details of seating capacities and histories of prior
uses provide a complete picture of these venues that were integral in the
development of solo piano performances.

MODERN SCHOLARSHIP ON ECONOMIC ASPECTS OF THE BRITISH
MUSICAL CULTURE (1837-1850)
William Weber’s Music and the Middle Class: The Social Structure of
Concert Life in London, Paris, and Vienna14 is the most important work of
modern scholarship that attempts to construct and interpret a “finely-graded
hierarchy of concerts and listeners” whose “social levels . . . provide a useful
11

means . . . of surveying the largest divisions in the concert public.”15 Weber’s
analysis is based on a comprehensive compilation and organization of
statistics involving numbers of concerts of high and low status, growth of
concerts in relation to population, expense brackets of concert prices,
occupations of subscribers to certain types of concerts and numbers of concerts
whose prices overlapped brackets.
Although Paris and Vienna are adequately covered in this study,
London is the city covered most thoroughly. Three main chapters form the
body of the text. These are formed according to the type of concert public
being considered: the high status popular music public, the high status
classical music public and the low status concert public. Particular attention is
given to the newly emerged middle class and its role in defining the nature of
concert life in this period.
Cyril Ehrlich’s The Music Profession in Britain since the Eighteenth
Century: A Social History16 describes the effect of increasing industrialization
and population growth upon the emergence of music performance and
composition as independent professions. His discussions of the relationship
between work and leisure in Victorian society and the economic realities of
creating a viable and sufficient source of income through music making are
helpful in creating a context for viewing the activities of pianists at this time.
In particular, the chapters entitled “Making a Living” and “The Growth of
Demand” provided much helpful information.

CANON FORMATION IN BRITISH MUSICAL CULTURE
William Weber again provides a landmark study in British musical
development with The Rise of Musical Classics in Eighteenth-Century
England: A Study in Canon, Ritual, and Ideology.17 This work, in particular,
12

sets the stage for a study of nineteenth-century musical canon, and, to go one
step further, a pianistic canon. Weber begins by defining two terms that will
be essential to an understanding of his work: ‘the classics’ and ‘canon’. The
first term denotes “musical works that were revered for their greatness and
were performed on a continuing basis.” ‘Canon’ refers to the “ideas that
bound these works together as a set of masterpieces and bestowed authority
upon them.”18 Weber describes the intellectual, social and economic
conditions that occurred in England, allowing this musical movement to
arise. Chief among them were the decline of royal patronage, the intellectual
development of empiricism,19 and increasing urbanization and consumer
activity.
The first part of Weber’s study focuses on the tradition of ancient music
within the church, especially the Chapel Royal, in the early seventeenth
century. The ways in which this tradition inspired the Concerts of Ancient
Music, firmly established by the 1790s, forms the bulk of the first few chapters.
Also included in this section is a discussion of inclusion of the works of
‘modern’ composers, such as Purcell and Corelli, into the canon.
The second half of Weber’s study deals with the repertory and public of
the Concerts of Ancient Music and the ideology20 which controlled these
notions of musical taste.

One ideological focus is on the contemporary

writings of music historians and music educators, as well as treatises written
by clergy. It is through an examination of contemporary public discourse
(written), that Weber makes his most compelling case. His work lays the
groundwork for a study of further developments of this movement in the
early part of the nineteenth century.
Two articles which shed some light on nineteenth century notions of
canon are Derek Carew’s piece in The Cambridge Companion to Chopin,
13

entitled “Victorian Attitudes to Chopin,” and David Gramit’s “Constructing a
Victorian Schubert: Music, Biography and Cultural Values,” found in 19th
Century Music.21 Both of these articles deal with the difficulty Victorian
society had in creating a niche for these particular composers within the
canon of classics, because of cultural attitudes towards their conscious or
unconscious expressions of gender, intellect and morality. Much attention is
paid to depictions of these composers’ “feminine” attributes within the
musical press. The relationship between societal values and the reception of
new musical compositions represented a complex interaction. These articles
help to illuminate the standards which were created regarding musical worth,
and, as a result, inclusion in a body of musical literature that was performed
frequently and consistently in Victorian London.
A recent dissertation by Therese Ellsworth, entitled The Piano Concerto
in London Concert Life between 1801 and 1850,22 although not explicitly
focused on the idea of a musical canon, provides much information that is
helpful in showing concurrent repertoire developments in the area of
concerto performances.

SOCIAL HISTORIES OF THE PIANO AND THE PUBLIC CONCERT
Men, Women and Pianos:

A Social History, 23 the standard resource on

the role of keyboard instruments within Western European society, is a
starting point for a study of this kind. However, it deals mainly with colorful
anecdotes and general information rather than attempting to trace social and
cultural change. It is also necessarily broad in scope, covering many different
countries and centers of musical performance and production.
Janet Ritterman’s “Piano Music and the Public Concert: 1800-50,” is
found in The Cambridge Companion to Chopin, edited by Jim Samson.24
14

This article reflects the general trend of public performances in Europe at the
time. The concert format’s gradual transition from a lengthy display of
compositional and technical skill to an expression of interpretive ability
provides the focal point of this article.
For an overview of the developments that musical culture made in the
first part of the nineteenth century in London, Joel Alan Sachs’ article
“London: The Professionalization of Music,” in The Early Romantic Era:
Between Revolutions, 1789 and 1848 25 is invaluable. His exhaustive
bibliography also points the way to many of most informative primary and
secondary sources. This work is impressive in its command and use of social
and historical context, particularly because of the constantly changing
economic and political circumstances of this epoch of London’s history.
Nicholas Temperley is a scholar well known for his examinations of
Victorian musical culture, having written the inaugural essay (and also
served as editor) in “The Lost Chord: Essays on Victorian Music,”26 which
was one of the first whole scale attempts to examine this much neglected
period of music. His contributions to the Athlone History of Music in
Britain27 and his article in The Musical Times of 198828 are excellent sources of
information about compositions written for the piano by British composers.
He does not, however, deal with issues of performance practice and
convention except in a general, cursory manner.

15

3
AN OVERVIEW OF CONCERT LIFE IN LONDON: 1800-1850

POLITICS IN AN URBAN SOCIETY
The early nineteenth century was a period of enormous population
growth for the city of London, due in large part to the expansion of commerce
and industry which resulted from the Industrial Revolution. The English
defeat of Napoleon at Waterloo in 1815 signaled an end to years of conflict
with France and the beginning of England’s rise to international preeminence
as a center of economic and cultural prosperity. London itself became the
focal point of this new prosperity.
The 1851 census indicates that London’s population had passed two
and a half million, making it Europe’s largest city at the time.1 Along with
increasing urbanization, there was a concurrent increase in wealth. The
economic disparity between the newly wealthy middle class and the
“industrialized” poor became more clearly defined within the urban center.
The cholera epidemic of 1830-32 and its disastrous effects dramatized the
problems of this rapid urbanization and the vastness of the urban poor
population. In contrast, the middle class sought to increase its political and
social presence by taking a more dominant role in government and public
discourse, thereby strengthening the social delineations between itself and the
aristocracy.

16

Several key pieces of legislation, beginning with the Reform Act of
1832, sought to extend the franchise (right to vote) to larger sections of the
populace, and the middle class slowly began to expand its role in public life.2
Along with new responsibilities of wealth and governance came more
opportunities for leisure and entertainment. Changes in artistic and musical
culture proceeded hand in hand with political and social change. As
distinctions between the socio-economic classes grew, so did the distinctions
between the preferences of concert going publics. In addition to “high class”
orchestral and operatic concerts, music halls and taverns provided more
affordable entertainment for the masses.

ITALIAN AND ENGLISH OPERA
Throughout the eighteenth century, opera was the most popular public
musical venue in London. In particular, Italian opera reigned supreme with
the public. The possibility of financial success lured many foreign composers
and performers to the city during this century. Perhaps the most famous and
favored of these foreign composers was Handel, who established a residence
in London and benefited enormously from the prevailing atmosphere.
The early nineteenth century continued this tradition of Italian opera,
but the number of competing opera companies was greatly reduced due to
financial instability. Mismanagement and exorbitant production costs led
many companies to close their doors. Some singers, for example, earned as
much as £5000 a year, not including non-operatic performances.3 The King’s
Theatre (often called Haymarket Theatre), however, remained a viable
institution well into the first half of the nineteenth century, catering to
exclusive audiences. During an early visit to King’s Theatre in 1821, the
pianist Ignaz Moscheles, considerably unimpressed with the choice of
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repertoire for the evening, was overwhelmed by the “brilliance” of the
assembled company, writing that “this galaxy of charming and beautiful
women, with their elegant toilettes and jewels, and the house brilliantly
illuminated formed a splendid scene.”4
The popularity of Italian opera in the public’s imagination virtually
precluded any performances of French or German opera. English opera,
however, created a niche for itself that was separate from the excesses of
Italian opera. While the King’s Theatre had a legal monopoly on Italian
opera, several companies provided English language alternatives to
continental operas. Covent Garden, Drury Lane and other smaller theatres
presented translated, edited and embellished versions of continental opera,
and supported a small number of original English productions as well. These
productions ranked slightly lower on the social scale, but were performed
throughout the year, not only during the social season. Because of the
extended number of performances, English singers could hope to match the
salaries of their Italian counterparts. During the same 1821 season that he
attended the King’s Theatre production, Moscheles was also impressed with
the singing of the English tenor John Braham at Drury Lane Theatre. While
pleased with the quality of the singing and production, Moscheles found the
audience “less elegant and fashionable than the habituès of the Italian
opera.”5

BENEFIT CONCERTS AND FOREIGN VIRTUOSI
One significant way for singers and other musicians to supplement or
supply their incomes during the early nineteenth century was the mounting
of “benefit” concerts, the single most successful form of individual
speculation open to performing artists at the time. The idea of a benefit
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concert was for a performing artist to assemble a group of his or her musical
colleagues for an evening of entertainment consisting of a mix of
instrumental and vocal solos interspersed with ensemble pieces. In hopes
that the performing hall would be filled with well-to-do patrons, every effort
was made to engage the most fashionable and popular performers playing or
singing the most current and pleasing of available repertoire. One
contemporary press account of a benefit concert for the pianist Mrs. Lucy
Anderson attests to the popularity of such ventures: “The most distinguished
and fashionable, as well as the most numerous audience of the season, (the
orchestra even being crowded with visitors) were present at Mrs. Anderson’s
concert, which took place last Friday morning, in the Hanover Square
Rooms.”6
The financial success of these concerts drew many foreign virtuoso
performers to London in the early nineteenth century. Pianists such as
Ferdinand Ries, Daniel Steibelt, Henri Herz, Sigismond Thalberg and Franz
Liszt all made quite an impression on the concert-going public of the 1820s.
Other instrumentalists and singers included violinists Ferdinand David and
Louis Spohr and Jenny Lind, the “Swedish Nightingale.” Many of these
foreign artists, including the pianist Ignaz Moscheles and the conductor Julius
Benedict found London so attractive that they settled there for a number of
years. Moscheles, who served for many newly arrived artists as an interpreter
of English custom, had this to say about the quantity of foreign musicians
performing in London in 1834:
If called upon to reckon up our musical pains as well as pleasures, I must
compare the swarm of foreign musicians who obscure the horizon, to the locusts
which darkened the Egyptian sky . . . At dinner the German takes kindly to
everything on the table; but the French man turns up his nose at every little
grain of pepper . . .Having to do the part of interpreters, we didn’t get much
dinner . . .at last, in despair of communicating with one another, the German
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and the Englishman talked Latin, but . . .each one pronounced it in a different
7
way, and confusion became worse confounded.

By the 1830s, benefit concerts were the most popular and numerous of
musical entertainments available to the public. Because of the number of
artists participating in such ventures, the numbers of concerts rose to nearly
70 or 80 in each particular social season.8 Concert-goers were becoming
accustomed to programs of enormous length, sometimes hearing, in one
evening, numerous musical works sung and/or played as solos, duets and
ensembles by many different musicians.9 The less expensive alternatives to
these benefit performances were concerts held in the public gardens of
Ranelagh and Vauxhall. These concerts involved fireworks, opera and a
conglomeration of different styles and formats, usually appealing to a wider
section of the populace.
With benefit concerts, however, competition for audience members of
the highest social and financial caliber was intense. This was especially true if
a solo performer intended to make a personal profit after paying rental hall
fees and musicians. Moscheles recorded the payment received by individual
musicians at a series of concerts which he managed for Madame de
Rothschild in 1829 - “Madame Stockhausen, 35£ for two evenings; M. de
Bériot, 5£ for one; M. Mori (violin player), 7£ for one; Mlle. Pisaroni, 20£ for
one; Schütz and wife, 15£ for one; De Begnis, 25£ for two; myself 40£ for two;
making in all 167£, - a pretty little sum . . .”10 Concerts such as these were so
numerous that promoters were forced to schedule outside of the typical social
season or to present them as ‘morning’ concerts.11 The incredible influx of
foreign artists seeking financial remuneration caused publicity and
advertisement to reach new heights of sensationalism. It was not enough for
a performer to demonstrate musical excellence and technical mastery; he or
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she must astonish the audiences with feats of unimaginable skill and
command.
The programming format for the benefit concerts of the early
nineteenth century remained fairly predictable.12 In the case of a pianist, the
soloist would most likely play a concerto (usually the pianist’s own
composition) with a small accompanying group of string/wind players on the
first half of the program. One or two vocalists would supply virtuosic arias
and duets before and after the concerto. Occasionally there might be a
violinist or other instrumentalist performing with the pianist on the first
half as well. The second half would follow much the same plan with the
soloist performing a fantasia of his own composition upon popular operatic
themes or a duet with another pianist. Women pianists, of course, would not
have played their own compositions, but would have picked a popular
fantasia by one of the leading male pianists of the day.13 The finale of a
typical pianist’s benefit would have been an extemporaneous performance
based on an original theme or a theme suggested by the audience. This
performance may or may not have been announced in the program, but
when successful, was lauded highly in the press. Interestingly enough, the
soloist of the evening might provide only one third of the entire program,
which may have lasted three hours or so. Slight variations upon this format
might have occurred with the inclusion of chamber music with winds or
strings. For the most part, however, the typical programming conventions
remained in place for almost all concerts of this type (See Appendix II, Figures
2, 3 and 4). Obviously, the skills of composition, improvisation, and bravura
display of technical skill were highly prized by the concert going public at this
time.
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The London benefit concerts of the famous violinist Paganini in 1831
and 1832 exemplified the craze which accompanied these performances at
their peak of popularity in the “fashionable” world. Publicity regarding the
violinist’s personal predilections fueled a public fervor resulting in a sell out
of approximately twenty seven concerts in the 3300 seat opera house at double
the usual ticket prices in 1831.14 This kind of exhibitionism transformed the
expectations of the concert audiences in London, and throughout Europe.

SUBSCRIPTION SERIES AND MUSICAL ORGANIZATIONS
At times, it became necessary for performing artists to engage a hall and
musicians for more than one performance in order to maintain financial
viability. These series of concerts became known as subscription concerts,
offering a reduced rate for those that chose to attend all of the concerts in a
series. Families could also attend at a special rate. It was hoped that these
incentives would attract more concert-goers, and thus create more revenue in
the end. Subscription series did not, however, originate in the nineteenth
century. The subscription series begun by J. C. Bach and C. F. Abel in London
in 1765 was integral to the concert life of the city, introducing recent German
instrumental music to the London public for the first time. The Salomon
series of the 1780s rivaled the Bach-Abel series in popularity when he finally
succeeded in luring Haydn to London. As a result, the public of the early
nineteenth century was quite accustomed to concert series of this nature. The
preferred venues for these benefits and subscriptions were performance halls
in the largely residential West End, including the Hanover Square Rooms
(which had housed the Salomon series), the Argyll Rooms, the King’s
Theatre Concert Room and the Willis’s assembly rooms (formerly called
Almack’s). The last of these rooms housed the Bach-Abel series in the late
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eighteenth century and was primarily known as a venue for weekly
subscription balls. However the rooms were also let for purposes such as
“public meetings, dramatic readings, lectures, dinners and concerts.”15
Several musical organizations were actively providing concert
subscriptions during this period. One of the most highly regarded and longest
lasting of these was the Concert of Ancient Music, founded in 1776, and
granted royal patronage in 1785.16 This organization continued to flourish
into the nineteenth century and sought to promote performances of music
from the past. No work that had been composed in the last twenty years was
allowed on the programs, which most often included music from the early
Baroque and Renaissance. This organization had a highly selective
subscription list and the benefit of nominal royal patronage. The monarchy
made no direct monetary contributions, but its patronage helped to fill the
performance halls.
Another highly significant musical organization was founded in 1813.
The Philharmonic Society was Europe’s first fully professional symphony
orchestra. Although a society of the same name had existed as early as 1730 at
the Crown and Anchor Tavern, it was an amateur organization. The 1813
Society created a series of concerts through which London musicians could
become acquainted with the most recent concertos and orchestral works. This
was perhaps the most exclusive of all subscription series. At first, it was
intended only for the families and associates of the Society members, but
financial realities forced it to attract an outside audience. However, audience
members were required to have the recommendation of a musician member
because “the founders wanted to exclude people with no real interest in
serious music. The fashionable - the bane (and the financial rock) of concert
life - would have no claim to tickets.”17 An unusual feature of this Society
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was the fact that the musicians were not paid (unless extras were brought in
for special performances). As a result, the status of the concerts became a
drawing point and the Society created a surplus of funds. However, after two
years passed, a rival organization was created by musicians from the Society
who were unhappy with their unpaid status. They called their series of
concerts the Professional Concerts and essentially forced the Philharmonic
Society to remunerate its orchestra members in order to avoid complete
destruction. This rival orchestra didn’t succeed on its own terms, but it
definitely had a lasting effect on the way orchestral musicians did business in
this industrialized city.
The Society also imposed restrictions on the kind of music that could
be played at the concerts. Vocal and instrumental solos were prohibited
(concertos with multiple soloists and vocal ensembles were considered
appropriate) until the concertos of Beethoven and Mozart came to be known
by these musicians. Throughout the first two decades of its existence, the
Society gradually expanded its conception of appropriate repertoire and
became a vanguard in the presentation of the newest and “best” music. The
first London performances of Beethoven overtures and symphonies
(including the Ninth Symphony, which was originally commissioned by this
group in 1817), as well as works by Hummel, Kalkbrenner and others, were
among the accomplishments of this Society. Eight concerts were presented
every season; eventually each concert followed a format similar to that of a
benefit concert in length and variety. A symphony, an aria, a chamber work
(usually string quartet), a vocal ensemble and an overture formed the first
half. The second half began with an overture and continued with a vocal
ensemble, an aria and a symphony.
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In addition to these large subscription societies, several smaller, equally
exclusive organizations arose in the late 1830s and 40s. The first series of
chamber music concerts in London, called the ‘Concerti di Camera’ was
organized in 1835.18 Many other chamber series followed in quick succession,
most notably the exclusive Beethoven Quartet Society and the Musical
Union.19 The Musical Union, founded in 1845 by the musician and critic
John Ella, was the most highly regarded series to include solo piano
performances on its programs.

NATIVE MUSICAL DEVELOPMENTS
The foreign influence in London on performance and composition was
so strong during the early nineteenth century that it led to great public debate
about the existence and quality of native English composers. The label ‘Das
Land ohne Musik’ became a frequently used cliché in the press and in the
minds of many critics and musicians.20 The Victorians themselves seemed to
create this perception that there was very little native talent to draw from in
the realms of serious music. Maestro, a contemporary journal, states quite
clearly the difference in public opinion on the matter, saying “away with this
cant we are perpetually hearing of indifference to native talent and neglect of
native composers! It is the idle complaint of disappointed men . . .we must
assert that England holds a very inferior position among the nations of
modern times.”21
In 1834, however, a group of composers banded together to form the
Society of British Musicians. This organization was designed to produce and
support annual reading sessions and concerts of new British music. Walter
MacFarren and William Sterndale-Bennett were composers nurtured under
the protection of this Society who made something of themselves on the
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national and international scene. Sterndale-Bennett, while visiting Leipzig,
made quite an impression on Robert Schumann, causing him to write “if I
were to say anything about the character of his compositions, it would be that
anyone hearing them must be struck by their eloquent fraternal resemblance
to Mendelssohn’s. The same structural beauties, the same poetic depth and
clarity, the same ideal purity, the same benevolence towards the outside
world.”22 This foreign acclaim was certainly influential in garnering the
praise of critics at home, as any good press on the continent was crucial for
success in England.
Although Sterndale-Bennett never completely fulfilled his early hopes
for success as a composer, he did have an important impact on the concert life
of London up to the 1850s through his performances of piano music, his
support of foreign musicians and his relationship with the Philharmonic
Society and the Royal Academy of Music (of which he was a graduate). It
might be argued that the multiplicity of musical events in London and the
public’s clamor for performances by popular artists might have left highly
regarded British musicians, such as Sterndale-Bennett, very little time for
composition.
For a ‘land without music,’ England had an overwhelming
proliferation of industries focused on the amateur musician. Music
publishing companies, such as Novello, Chappell and Boosey, were
flourishing during this early part of the century. In 1750, there were only
about twelve music shops in London. By 1794, there were thirty and in 1824,
the number rises to 150.23 By this time, many musicians had become
entrepreneurs, giving up performing careers for the more lucrative ones of
publishing, instrument production and teaching. J. B. Cramer and Muzio
Clementi were two pianists who were attracted by rewards of free enterprise
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and possibilities of financial success during the latter part of the eighteenth
century. By the 1820s, they were both firmly established in brilliant
commercial careers within the city of London.
In addition to music publishing, piano production and distribution
rose sharply during the first part of the nineteenth century. At the Crystal
Palace Exhibition of 1851, an industrial fair sponsored by Prince Albert, 168
pianos from 102 makers and 10 different countries were exhibited.24 These
numbers illustrate the immense popularity of the piano in mid-Victorian
culture. By the 1850s, the piano had become a cultural symbol of middle-class
respectability, a vehicle for amateur musical education and the focal point of
entertainment within thousands of British middle class and aristocratic
homes. Ability to play the piano was considered a necessary feminine
“accomplishment” for members of the new leisured class.

Sufficient mastery

of the piano (‘salon’ music) would have been, along with a smattering of
French and needlework, the ticket to a lucrative marriage for most women.25
As Moscheles notes, many foreign virtuosi were in great demand as teachers
for these fashionable young ladies who wished “in a few lessons to acquire
some of the qualities which they admired in Moscheles’ playing . . .at all
events, they thought they might learn the art of his repeating notes, and the
evenness of his running passages.”26
Most piano manufacture at the time was centered in London,
consisting of close to two hundred firms. An 1843 account by George Dodd
states that there was “perhaps not one occupation, throughout the whole
range of industry, in which the metropolis maintains a more marked preeminence.”27 The London based Broadwood firm of piano manufacturers
was, by this time, one of the most respected and widely utilized firms
throughout Europe, having been endorsed by Beethoven when he received
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one of their pianos in 1818. Their development of a sturdier, more sustaining
piano assured them of commercial success in the age of virtuoso pianists.
Composers and performers were placing more emphasis on the need
for a greater dynamic range and strength in their pianos. English-made
products were more substantial in form and sound with thicker strings,
multiple strings per hammer, stronger iron frames and sturdier sound
boards, and the necessary double escapement action. Thus, the virtuoso
pianists in London at this time were in an environment conducive to
displays of pyrotechnic skill. For the first time, these pianos were able to
handle continuous and vigorous performances, although some performers
still managed to wreak some damage. In the late 1830s the Musical Journal
was urging manufacturers to “testify their gratitude to Thalberg for the
destruction of instruments which the practice of his music has occasioned the sale, we hear, is recently increased thirty per cent.”28
Another result of all of this commercial/musical activity was the
establishment of an active musical “press.” Until 1818, with the advent of the
Quarterly Musical Magazine and Review, there were very few music
journals, except those that dealt with esoteric topics of theory and aesthetic
philosophy, or at the other extreme, popular music. Even these were shortlived. The 1820s and 30s saw an influx of serious music journals such as the
Harmonicon (1823-1833), the Musical World (1836-1891), and the Athenaeum
(founded in 1828 - a magazine of a literary and scientific society).29 The
journalists and critics writing in these journals became arbiters of ‘taste’ and
excellence in music performance and provided a public discourse destined to
have an immense effect upon the middle class devotées of classical and
contemporary music.
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The context within which solo piano performances evolved in London
during the early nineteenth century was characterized by a multiplicity of
economic, social and musical stimuli. Music journalism, performance spaces,
economic factors and intellectual movements all combined to create a
tradition of pianism, which has continued for many generations.
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4
ECONOMIC AND SOCIAL ASPECTS OF SOLO
PERFORMANCE

PERFORMERS’ INCOME AND FEES
In February and March of 1837, Ignaz Moscheles initiated a series of
“musical soirées” at the Hanover Square Rooms, designed to illustrate the
history of pianoforte playing.1 Although the piano works were interspersed
with a few vocal selections, the preponderance of works for a solo instrument
made these concerts unlike any of the typical benefit concerts of the day.
Moscheles’ was to present instructive concerts such as these for the next three
years to much critical acclaim. This was the beginning of the development of
the solo piano recital. Although Franz Liszt was to publicize his
performances in London in 1840 as ‘Recitals on the Pianoforte’, the concept
was already in use by Moscheles. In addition, Liszt’s repertoire choices
reflected the attitudes of the audiences who traditionally supported benefit
concerts. Moscheles’ choices catered to the more socially conservative and
intellectually elite audience that would become influential in supporting the
solo recital during the latter part of the century. Throughout the 1840s,
however, public solo piano performances became firmly established within
the cultural life of the city.
The reasons for this change in musical practice were economic, social
and intellectual. It was achieved through a combination of the
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financial/social support of the aristocracy and the professional leadership and
direction of the upper middle class. It has been said that the period of British
history covering the reign of Queen Victoria (1837-1901) is the “first in which
the ‘multitudinousness’ of the world begins to be felt as an intellectual
burden.”2 For a pianist hoping to make a living in London, this was certainly
true. The expectations of a public clamoring for newer and better musical
experiences had to be balanced with concern for quality among a growing
phalanx of numerous colleagues and critics. In the 1830s, a London pianist
would have been in a position to accept many different offers of employment.
Obviously, at this point, the idea of making a living by performing alone was
an unrealistic concept. The tradition of pianists as composers exhibiting their
own works was a fundamental aspect of musical life in the 1820s and 30s. As
the century progressed, however, the combined roles of composer and pianist
disappeared and all professions, including music, became more and more
specialized.
The world in which pianists could ensure their financial stability by
simultaneously performing, conducting, composing, engaging in commercial
ventures,3 and teaching was just beginning to erode. Because of the huge
increase in numbers of musicians active in London at the time, the public
had an increasing number of musical choices. While estimates put the
number of professional British musicians at 2000 in the late eighteenth
century, in 1840 the number had risen to 7000 among twenty seven million
people.4 This does not include the massive influx of foreign born artists that
visited and/or settled in London. Quality and talent became more important
issues, forcing artists to hone their skills in order to remain competitive. The
growth in specialization had both economic and musical causes and effects.
An expansive market was necessary for a specialist to gain employment;
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concurrently, only specialists could perform the more difficult music put in
front of them to satisfy the demands of the market. However, in these initial
stages of specialization, it was generally those pianists who had achieved good
reputations in many areas that had the economic freedom to focus on more
limited aspects of their professional lives.
In any event, the necessity of creating income, at least initially, from
diverse sources “imposed a sense of vulnerability which tended to encourage
mercenary behavior.”5

A sophisticated sense of the fluctuating market value

of performances was as essential an asset as a highly developed artistry.
Among its other effects, Paganini’s debut onto the London musical scene in
1831 and 1832 revolutionized the exploitation of the current market to serve
the musician’s needs. Charging twice the usual ticket prices, Paganini’s
concerts garnered an unheard of £9,000-£10,000 for eighteen London
performances.6
This was certainly an exorbitant exception to the general rule, but it had
the effect of convincing musicians to lay claim to adequate payment. As early
as 1816, for instance, it was no longer viable for the highly exclusive
Philharmonic Society to neglect paying its orchestral members.
‘Gentlemanly’ denial of payment was only possible for those musicians
financially prosperous through means other than performance. For the Duke
of Sussex’s concert at Kensington Palace on 28 July 1830, a typical aristocratic
venue, Mrs. Lucy Anderson and Sir George Smart did decline payment.7
This becomes understandable when you consider the fact that Queen Victoria
settled a yearly pension of £100 upon Mrs. Anderson, for her earlier services
rendered as a teacher. Smart, assured of extra income as well, “lists
commission totaling £1,092, 17s. 7d. from Broadwood, Chappell and Erard for
recommending pianos.”8
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The common prices for private aristocratic concerts were five guineas
per musician; the less formal dinner parties entailed a fee of three guineas. In
a more public venue, Moscheles was offered ten guineas in 1823 to be the
featured soloist in a Philharmonic Society Concert.9 Before this, apparently,
no pianist had ever received any remuneration from the Society. The social
rewards of an exclusive engagement with the series had heretofore been
deemed sufficient.
A typical aspiring musician of this period centered in London could
hope to earn anywhere from £500 to £1000 in a given year.10 Some artists
who craftily utilized the tools of publicity and mass popularity could achieve
a “fashionable” acclaim resulting in greatly increased income. Sigismond
Thalberg, for instance, was rumored to have made about £4000 in 1842 for his
performances in London and in the provinces.11 This was certainly not the
norm for performers of less fame and notoriety. In addition, the validity of
some of these “rumors” can be called into question, as the managers of such
artists routinely spread false information to attract greater crowds. At a rate of
ten guineas per performance (which is a generous estimate), a pianist could
expect to give at least forty to fifty featured public performances during the
relatively short social season (generally March to June) if hoping to reach a
reasonable income. The search for additional work was essential, although
the amount of remuneration for concerts at which the performer was not the
featured soloist could be extremely small, sometimes even absent. However,
these were absolutely necessary for survival on the concert scene. The same
roster of performing artists filled mutually beneficial supporting roles at each
others’ concerts.
One essential economic advantage of the growing focus on public solo
piano performance during the 1840s was the absence of salaried supporting
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players who would have decreased the profit margin for the featured artist
considerably. To cut costs, many benefit concerts required little or no
subsidized rehearsal time for any of the musicians, particularly the pianist (as
accompanist). Orchestral musicians involved in organizational concerts,
however, began to see a greater need for payment when their presence was
requested at a series of such rehearsals. A bassoonist’s letter to the
Philharmonic Society in 1822 requested payment of £1. 11s. 6d. for all
rehearsals and £2. 12s. 6d. for each concert, citing precedents in his earlier
performances at a Mme. Catalani’s benefit concerts.12
The life of a freelance musician in London, although opportunities
abounded, was not a comfortable or easy one, by any means. With an average
income of approximately £1000 a year (see note 10), the performer reached the
socio-economic level of a middle class merchant or physician. “Fashionable”
professionals such as lawyers and doctors, could reach up to ten times that
amount (about the equivalent of a Paganini in the music world).

TICKET PRICES AND CONCERT PUBLICS
As William Weber states, concert ticket prices of this period “created a
finely graded hierarchy of concerts and listeners.”13 In his opinion, these
prices contributed to the growth of several, clearly delineated concert publics,
not necessarily comparable with social class. A new “high status” public, for
instance, was being formed by a combination of certain members of the
upper-middle class and the aristocracy. In addition, this public began to split
into two divisions toward the end of the 1840s, each division supporting
either ‘popular’ or ‘classical’ performances. Essential to this stratification of
concert life was the benefit concert, which “acted as a key transitional
institution in the modernization of musical life. Having grown out of salons
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and patron-supported formal concerts, they established a new commercial
order in the concert world and prepared the way for the modern recital.”14 By
the mid-1840s, benefit concerts accounted for between 45 to 66 percent of all
concerts in metropolitan areas such as London, Paris and Vienna.15 Because
the first consistent appearance of solo piano music occurred in these benefits,
it is advantageous to see where such concerts fit in the economic strata of
tickets prices and audience types.
The lowest ticket prices available for formally organized, exclusively
musical concerts in London ranged from 1s to 5s. These lower status concerts
grew out of the tradition of outdoor, tavern, café and dance hall performances
as well as amateur orchestral and band societies. More important to the
discussion at hand were the middle tier concerts, costing anywhere from 5s to
10s 6d, and the upper bracket concerts, costing from 10s 6d to 21s.16 Most
benefit concerts involving solo piano performances advertised ticket prices of
10s 6d (see Appendix I, Table I), which falls squarely on the outer edges of the
middle and upper bracket, thus allowing a cross-section of the wealthy urban
population (including upper-middle class and aristocracy) to attend. It is also
interesting to note that as years progressed (1824-1850 is the period spanned in
Appendix I, Table I) and the inclusion of solo piano music became a more
identifiable feature of these evolving concerts, ticket prices remained the
same. There were only a few exceptions to the standard price of 10s 6d or a
half guinea, and these exceptions may be explained in terms of the nature of
the performance space being utilized by the performer. Although some
classical music performances opted for lower ticket prices in defiance of the
‘fashionable’ world’s excesses, most benefit concerts at this time maintained a
consistency of price for economic and social reasons.
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PERFORMANCE VENUES
The performance spaces that were utilized during this period were
essential in the determination of economic gain. Numbers of available seats
varied from place to place, and it was always necessary to factor in the area of
the hall necessary for the performer(s). Concerts which involved orchestral
and/or choral forces, would need considerably more performance space than
a quartet or soloist with trio. Thus, use of any given hall could have many
different financial results, depending on performance context.
Public halls that were used for piano performance (solo and otherwise)
during this period included the famous Hanover Square Rooms, Willis’s
rooms and and later, St. Martin’s Hall. The Argyll Rooms (seating capacity of
80017 ) were used extensively by pianists mounting benefit concerts in the
1820s, but it was destroyed in a fire in 1830, and the building which was
erected to replace it never gained the popularity of the earlier venue.
The most widely used and popular of London’s concert halls in the
1830s and 40s were the Hanover Square Rooms. These assembly rooms, built
in the late 1770s, were the original site of the Bach-Abel and the Salomon
(Haydn) series of the late eighteenth century. In 1833, these rooms became the
residence of the Philharmonic Society and were home to numerous benefit
concerts in the first half of the century. Nearly every foreign artist who
performed in London from the mid-eighteenth century on played or sang at
Hanover Square Rooms. A debut in this famous venue was a sign of prestige
and musical excellence. The rooms, although acoustically sound, were
apparently not quite large enough for music that required large forces, such as
oratorio or choral symphony. This was especially true when royal visitors
attended performances and special seating had to be arranged. The principal
first floor room was about 90 ft. long by 30 ft. wide, seating eight or nine
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hundred at its peak capacity.18 This was certainly more than adequate for a
solo or benefit performance.
Willis’s Rooms, the site of Liszt’s debut ‘recitals’, was another venue of
primary importance for solo pianists. Originally called the Thatched House
Tavern and then Almack’s, this set of rooms had the distinction of holding
the first public performance in London where the pianoforte was used as a
solo instrument.19 It also housed the Musical Union chamber concert series
from its inception. These rooms were used for numerous social functions,
including balls and suppers, in the eighteenth century. Readings, lectures and
speeches by respected actors and literary figures were common fare in the
Willis’s Rooms of the early nineteenth century. There were two main rooms
in use for musical performances, both comparable with the Hanover Square
Rooms. These included one room “90 Feet long, 40 Feet broad, and 30 Feet
high . . . and a room 65 Feet long 40 Feet broad and 20 Feet high.”20
St. Martin’s Hall was not completed until 1850, and was only in use for
public entertainment until 1860, when it was destroyed by fire. The main
room seated 3,000 and was characterized by an enormous domed iron roof.
This was where Charles Dickens gave the first of his famous ‘readings’ in
1858. Although no specific information about the size of the chamber concert
rooms is available to this author, the low ticket prices of Alexander Billet’s
concerts in 1850 (see Appendix I, Table I) indicate that although smaller than
the main hall, it was a space large enough to accommodate great crowds.

SUBSCRIPTIONS, RESERVATIONS AND SELECT SOCIETIES
The standard half guinea price was in effect for series of orchestral,
chamber and choral concerts as well as solo benefits. The Philharmonic
Society, when it finally loosened its restrictions on ‘membership,’ charged the
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predictable four guineas for eight concerts. The classical chamber music series
of the Musical Union also required the standard price for each of its concerts.
The difference between these events and benefit concerts, however, was the
integration of subscriptions.
While most benefit concerts were operated on a one performance,
single ticket basis, organizations or societies presented numerous
performances (usually on a particular and consistent day of the week) and
needed to draw a consistent crowd to each of their performances.
Subscription tickets for the Philharmonic Society’s eight-concert season were
sold at the rate of four guineas. The Musical Union sold subscriptions at the
rate of £2 2s or two guineas for ten concerts.21 It is misleading, however, to
assume that all of the subscription seats were available to any interested
member of the general middle class public. It was necessary to go through an
application process to get these tickets, and accordingly, a subscription list was
eventually drawn up and published. John Ella, the director of the Musical
Union, indicated that “a limited number of ladies and gentlemen of musical
and literary attainments are invited by the director to every performance.”22
An examination of the 1848 Musical Union subscription list indicates that of
the 175 identified subscribers, 110 were titled persons without known
occupation, sixteen were from the liberal professions (church, law, medicine,
etc.), and eight were from the economic professions (finance and
manufacture).

Other subscribers included members of the military,

bureaucracy and gentry.23 Subscription tickets were intended for pre-approved
persons and families of distinction, and as such could not be used by any
other individuals. Non-transferability was an issue of contention well into
the 1840s. In 1841, the management of the Philharmonic Society declared
transfers valid, signaling a decline in the prestige of the concerts, while
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averting financial disaster at the same time. The Musical Union, however,
continued to rise in prestige from its inception in 1845, due in part to
continued practices of exclusivity.
It seems evident that issues of prestige and social class were the driving
forces behind these endeavors. Although the aristocracy was traditionally
linked with the establishment and continuance of private concert venues,
this new public musical scene was uneasily dependent upon their social
support. Financial support, however, was not a necessary component of their
involvement in a series such as the Musical Union; the management and
musical leadership of that organization was exclusively upper middle class.
As the prestige of these organizational concert series grew, the
entrepreneurial benefit concerts were evolving to the point that they sought
to develop a similarly elite public. The first step towards this goal was the
institution of reserved seats at higher costs. In the 1830s a few concert
managers would set aside seats for special dignitaries. As the decade
progressed, the numbers of concert managers participating in this practice
increased. An advertisement for a performance by the Russian pianist
Alexander Billet in 1850 indicates that reserved seats had become a matter of
public announcement (see Appendix I, Table I for prices).24 Special tickets
provided a way in which the upper middle class could display social standing,
which was not, as it had been in pre-industrial times, a primary and readily
recognizable asset.

A SOCIAL SYNTHESIS: SOLO PIANO PERFORMANCES
The issues which had an impact upon organization and benefit
concerts were integral to the development of the piano recital. Indeed,
performances which were focused on solo piano works seemed to develop as
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a combination of both of these types of concerts, beginning with Moscheles’
ground breaking series in 1837 and continuing with the “house” recitals of
the 1840s given by pianists such as Louise Dulcken and William Sterndale
Bennett. Interestingly, these concerts were all held by foreign artists settled in
London, or in the case of Bennett, those who had spent a great deal of time
studying and building friendships with musicians on the continent. Their
performances indicate an interesting synthesis of opposite economic and
social trends in music performance: public/private, aristocratic/middle class,
popular/classical and professional/amateur.25
Musical events that highlighted soloists were, by their very nature,
linked to the idea of the benefit concert. As the performances of solo piano
music became more frequent, they still retained vestiges of the older benefit
concert format. Moscheles, for instance, still included one or two nominal
selections of vocal music in his soirées. When William Sterndale Bennett
held a concert on 8 January 1844, its focus was primarily piano music, a series
of preludes and fugues and an entire book of Mendelssohn’s Lieder ohne
Worte. The rest of the program, however, was filled by a violin sonata, a
vocal aria, two songs and a string trio.
The programs given by Liszt in 1840 were exclusively solo (without
interspersed vocal selections), but these were a novelty in London’s concert
life. They involved a flood of sensationalist, self-promotional publicity and a
demonstration of virtuosic skill which created a strong connection with the
flashy benefit concerts of the day. This separated them from the growing
number of conservative “classical soirées.” Liszt’s London programs
contained music that was primarily self-composed. The works of other
composers, such as Schubert and Beethoven, were included only in the form
of transcriptions of songs and orchestral works. Only a series of concerts
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given by Madame Marie Pleyel in 1846 tried to replicate Liszt’s earlier success
with this completely solo format to less than enthusiastic critical response.26
The evolving instrumental chamber music scene had a fundamental
impact upon solo piano performance as well. Many pianists modeled their
performances after the concert series of the Musical Union and other
organizations. In 1843, the following advertisement was found in the
Musical World:
W. Sterndale Bennett has the honour to announce to the Nobility, Gentry, and
his Pupils, that he will give at his residence, 42, Upper Charlotte Street
Fitzroy Square, on the under-mentioned dates, Three performances of Classical
Chamber Music: - Monday Evenings, January 9th and 23rd and February 6th. To
commence each evening at Eight o’clock. During the series, Mr. Bennett will
perform selections from the Pianoforte Works of Bach, Handel, Scarlatti,
Mozart, Dussek, Clementi, Beethoven, Weber, Mendelssohn, etc. Tickets for
27
the Series (One guinea each)

This kind of performance differs from the Musical Union concerts in three
distinct ways: the extensive focus on a solo performer, the venue, and the
management of the series by a single professional. The Musical Union
concerts were run as organizational enterprises rather than single artist
promotions. The line between public and private music-making, in the case
of single artist’s chamber series, becomes blurred. A description of a similar
performance, given by Bennett in 1844, indicates that the audience was
“numerous and select, including many distinguished professionals, and a
large party of highly cultivated amateurs.”28 Because Bennett managed the
series himself (as was the case with similar series sponsored by Moscheles and
Dulcken) and because it was held in his home, his audience becomes slightly
more “professional” and exclusive in nature.
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As a result of the entrepreneurial pianist’s control of his or her own
performance series, the emphasis upon musical excellence and performance
quality increased. The classical music movement grew out of, among other
things, an aristocratic and middle class practice of musical amateurism-the
result of the growth of domestic music. Many early members of
organizations such as the Philharmonic Society and the Musical Union were
not strictly professional, and performances tended to suffer as a result. The
director of the Musical Union, John Ella, exemplifies the relatively untrained
musician who carved out a career as critic, violinist and director. Figures
such as Ella influenced the course of public musical life in numerous ways,
but the tradition of “gentlemanly dilletantism” caused many classical music
events to have low performance standards.29

In contrast the solo piano

performances given by Louise Dulcken, William Sterndale Bennett and Ignaz
Moscheles in the 1840s achieved a high level of virtuosic, “professional”
excellence, while catering to a more conservative, classical music public.

42

5
SOCIAL IDENTITY AND THE PIANISTIC CANON

During the first half of the nineteenth century, there were three main
vehicles for public performances of solo piano music in London. The benefit
concert, the inclusion of one or two pieces on a classical music subscription
series, and concert series that were managed by professional pianists formed
the available opportunities for solo pianists. Benefit concerts in the
established format, with the pianist playing primarily concertos and virtuosic
fantasias or variations, continued through the 1870s. Beginning with an 1846
Musical Union program, solo piano works became an essential, though small
part of the classical music subscription series. By 1850, the Musical Union
began including at least one work for solo piano on every single program.1
The enormously successful Monday Popular Concerts of the 1860s continued
this trend (see Appendix II, Figure 5).
The subscription series that were managed by professional pianists,
however, would eventually evolve into the solo recital. As discussed in the
previous chapter, the solo recital evolved by combining the professional
management and control of the benefit concert with the traditional appeal of
the classical chamber music concerts to an intellectually elite audience.
Although many economic, intellectual and social factors have been shown to
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affect this evolution, the most compelling was the development of a canon of
pianistic works. The musical press was beginning to judge performers on the
basis of their artistic and intellectual command of these great works.
A canon of orchestral, choral and chamber works was developing in
the 1830s and 40s as well. The solo piano recital, however, was the only form
of public concert that developed as a result of canon formation. The recital
(even in its incipient form in the period discussed) would not have
developed without an accepted body of great works suitable for frequent
performance. Cultural conditions in early to mid-century London played an
important part in shaping the formation of canon and the consequent
institution of solo piano performances. In large part, these conditions were
the result of fundamental social and aesthetic movements that had begun as
early as the eighteenth century.

INCIPIENT CANON FORMATION IN THE EIGHTEENTH CENTURY
In the eighteenth century, England played a singular role in the
preservation and performance of works written in the past, which was
different from the mainstream European musical culture. Performances of
past works increased greatly in England during the eighteenth century, and
no other country came close to rivaling it in “building up significant social
roles for such works in public ritual, or in defining them as a canon.”2
Before the eighteenth century, the discipline of music did not have the
practical and intellectual tools necessary for the formation of a canon, as was
seen in poetry, sculpture and other art forms. These particular forms of art
relied upon works that had survived from the Hellenistic period to serve as
models for imitation and emulation. To this point in history, musical works
had been composed for specific occasions or uses and, as a result, had been
44

discarded after use with very few exceptions. Until the eighteenth century,
new works of music, composed in honor of some religious or civic occasion,
were considered more appropriate for celebration than the revival of older
works. The exception to this was, of course, chants and hymns written for use
in the church. The limited number of people exposed to the study and
performance of these works, however, hindered the development of a
widespread social and cultural approbation.
Without pervasive models, music (until the eighteenth century),
lacked a “tradition of published criticism open to lay as well as to professional
readers”3 which could open a public discourse of ideas regarding artistic
canon. This discourse would assume great importance in nineteenth century
London, with the development of music journals. In the eighteenth century,
however, the publication of two general music histories by John Hawkins
(1776) and Charles Burney (1776-1789) created a foundation of written
material that was influential in the creation of public musical opinion.
The musicians of the Chapel Royal, as early as the 1720s and 1730s,
were integral to the early dissemination of repertories of older music. These
musicians had a strong sense of tradition which resulted in their recopying
and preserving many Elizabethan Chapel Royal services and anthems. In
addition, these musicians were involved with extensive public professional
activities away from court, further disseminating the traditions of their
music.4
Other early manifestations of canon formation occurred in the
development of annual music festivals centered in London and other
cathedral cities. These festivals were a result of the decrease in governmental
control over concert life. These festivals provided a venue for the works of
composers such as Purcell and Handel and helped these works achieve a
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long-lasting performance life. Festivals of this sort had their culmination in
the 1784 Handel Commemoration, a massive political and musical event
which placed the works of Handel at the pinnacle of middle class and
aristocratic popularity. This phenomenon has a parallel in the nineteenth
century with the 1845 Bonn festival celebrating Beethoven. Certainly, no
other composer (with the exception of Beethoven) had ever caused such a
fever of admiration from the English public.5 In addition to these festivals,
musical institutions and societies were springing up throughout the country.
The foundation of the Academy of Ancient Music in 1726, for instance, gave
secular vocal works from the sixteenth and seventeenth centuries a place of
permanence in performance life of the time.
Arguably the most significant development in canon formation of the
eighteenth century, however, was the foundation of the London ‘Concerts of
Antient Music’ in 1776. This series of twelve concerts a year lasted well into
the first half of the nineteenth century and laid the foundation for the
development of a ‘classical’ music public. ‘Ancient’ music meant any music
over two decades old, and these concerts focused primarily on the music of
Byrd, Palestrina and Handel. Contemporary music was quite rigidly excluded
from the programs, and there was an attempt to educate the audience about
the evolution of ‘serious’ musical style through repertoire choices.
Significantly, the organizers publicized these concerts as vehicles for the
moral reformation of musical life. More like scholarly lectures than musical
entertainments, these concerts catered to a highly exclusive aristocratic
audience. Attendance at a ‘Concert of Antient Music’ signaled a highly
sophisticated musical taste, regarded by most as synonymous with wealth and
prestige.
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NINETEENTH CENTURY CLASSICAL MUSIC AUDIENCES
The relationship between musical taste and social standing was a
significant influence upon canon formation in the eighteenth century. The
only quality that this incipient canon lacked was acceptance within a wide
range of the musical public. This acceptance was provided by the financial
and artistic control of the nineteenth century professional musician. These
professionals, along with amateur music entrepreneurs, were able to create a
new audience for ‘serious’ music, drawn mainly from the upper middle class.
The aristocracy still retained an essential role in this “new” musical
culture; patronage had not completely disappeared, but it was a less clearly
defined institution throughout the nineteenth century. Pianists continued to
need the support of aristocratic patrons, particularly because of the prestige
aristocratic attendance gave to concerts, but this patronage gradually became
less restrictive. Although many pianists relied upon their aristocratic patrons
for income through private teaching, the giving of concerts (particularly
within the home) was generally left to the sole management of the pianist.
The aristocratic presence consisted mainly of nominal or financial support,
rather than artistic direction. According to one contemporary critic, “families,
out of respect to the professor, instructor of their children, often purchase a
dozen tickets for an evening concert which they are unable to attend; and a
peeress has been brought into social contact in the reserved stalls with her
neighbour’s waiting-maid, both enjoying the banquet set before them.”6
The middle class audience had the most significant impact on the
formation of the canon at this point in classical music history. This was
largely due to the influence of newly formed musical journals such as The
Musical World and The Musical Examiner. Newspapers such The Times and
The Morning Post added music critics to their ranks of journalists and, in
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conjunction with the journals, provided a vehicle for concert publicity.
These literary and journalistic efforts also afforded musicians and amateurs
an opportunity to disseminate and discuss ideas about their own musical
culture.
Nineteenth century British periodical writing was frequently
concerned with issues of national and social identity. Music periodical
writing followed the example of the more general publications by
emphasizing the development of a unique and artistically admirable English
musical culture. As contemporary critic John Ella stated, “to generalise would
be folly, on individuals of unequal powers of mind, from countries varying
in the temperament of their inhabitants; one illiterate, the other well
informed…but, if there be a needy supplicant for sympathy at a public concert,
the (English) musician is the first to answer the appeal.”7 Since these
journals were, for the most part, controlled and owned by middle class
citizens, the views published therein reflected the concerns of that particular
social class. In addition, the supremacy of the middle class in the
management and artistic control of the performance scene is unquestionable.
Whether through the direction of an amateur entrepreneur (i.e. John Ella,
director of The Musical Union) or a professional performer (i.e. Moscheles,
Sterndale-Bennett), the middle class impresario was instrumental in the
development of this new standard for serious music making. Questions of
musical worth were discussed in terms of the middle class values of
industrious effort, intellectual mastery and unceasing self-improvement and
self-criticism. Solo piano performances clearly show the effects of these
criteria upon inclusion within a canon.
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SONATAS, FUGUES AND STUDIES
Programs, reviews and advertisements for the solo performances of
professional pianists, starting with Moscheles’ soirées in 1837, illustrate the
extent to which a canon of works was beginning to dominate pianistic life at
this time. This canon was formed around one central figure: Beethoven. By
the year 1837 (ten years after his death), Beethoven had become the most
idolized composer in England and on the continent. An examination of the
number of piano concertos programmed at the Philharmonic Society
Concerts through 1850 shows the most frequently performed works were the
five concertos of Beethoven.8 Details of Beethoven’s compositional process
certainly helped to canonize his works in the minds of his English admirers.
For English musicians, Beethoven’s works were characterized by endless
revision and intellectual/spiritual struggle.
Ignaz Moscheles brought the music of Beethoven to London, having
studied and worked with the composer before settling in London in the 1820s.
Moscheles’ long standing involvement with the Philharmonic Society led to
numerous performances of Beethoven’s symphonic works, including a
definitive second English performance of the Ninth Symphony. It was rare to
find a program of piano music, given by Moscheles, which did not include a
Beethoven sonata.9 On many occasions, such as the Queen Square Select
Society Concerts in 1845, his recitals contained only Beethoven works (See
Appendix II, Figures 6 and 7). Other pianists followed this example, well into
the 1840s. As Louise Dulcken made a gradual transition from benefit concert
to a more classically oriented home concert, works by Beethoven formed the
basis of her repertoire. Although the “Eroica” Variations appear on a few of
Moscheles’ programs, the sonatas were the standard Beethoven works that
formed the core of the pianistic canon at this time.
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The formal structure and intellectual/moral grandeur of the piano
sonata stood in clear contrast to the sometimes hastily composed/improvised
and more fashionably popular variations and fantasias upon operatic themes.
Sonatas by composers such as Dussek, Woelfl, Weber and Clementi were
included in the pianist’s repertoire in part because of their similarity to works
by Beethoven.10

The sonata was a form, however, which demanded

intellectual rigor from the composer and the performer and, as such, was
considered a suitably serious vehicle for the evolving classical pianist.
In addition to the sonata, an even more revered form of “learned”
music was the fugue. The nineteenth century admiration for contrapuntal
writing was inspired, in part, by the 1829 revival performance of Bach’s St.
Matthew Passion in Berlin, under the direction of Felix Mendelssohn.
Largely due to Mendelssohn’s influence in the musical circles of London, the
keyboard works of J. S. Bach were widely regarded as models for all serious
study, composition and performance. Bach’s preludes and fugues were
programmed regularly on solo piano performances. Often, they were
juxtaposed with preludes and fugues that were written by more “modern”
composers to highlight the evolution of this rigorous method of
composition.11 This emphasis on the intellectual and musical worth of
contrapuntal compositions rose to a peak in the 1840s when one
contemporary critic noted that an enthusiastic admirer of Bach “held that a
sound knowledge of counterpoint and fugue was of paramount importance
to the musician . . . apparently considering that fugue was too much
neglected, and with a view to encouraging its study, as well as to sifting the
wheat of the musical profession from the chaff, Mr. Flowers founded a
Society of Contrapuntists.”12 This particular society was for the study of
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composition, but many musical societies placed a great emphasis upon the
performance of seventeenth and eighteenth century fugues.
Although J. S. Bach was considered the preeminent composer of
keyboard fugues, Handel also reached a comparable level of popularity among
professional pianists and their audiences. Having lived most of his life in
England, Handel became a venerated figure during his lifetime and well
before the 1784 musical commemoration. The English felt some pride of
ownership in this composer who had lived so long within their country.
Even Liszt, who normally limited himself to the benefit concert fare,
programmed a fugue by Handel in his 1840 concert at Willis’s Rooms.
Other works in the fugal tradition had their particular place within
these solo piano performances. In an 1839 performance, Moscheles played
fugues by Mondonville, Reicha, Clementi, Abbate and himself.13 Many of
these compositions were not widely known, but were performed in this
context to highlight the evolution of the form, thus emphasizing and
securing the place that Bach and Handel held at the pinnacle of this evolution
and within the canon.
A third form, which frequently appeared on solo piano performances
of the 1830s and 1840s, was the etude or study. These works were also
intended to illustrate an evolution in form and technique. Initially included
were the “lessons” of Scarlatti. More contemporary works of pianists such as
Moscheles, Sterndale-Bennett and, occasionally Chopin were included as solo
performances evolved in the 1840s (See Appendix I, Table II). Notably, it was
in this type of work that it was deemed appropriate for the professional
pianist to demonstrate his compositional skill as well as his artistic prowess.
Also retained from the benefit concert format were certain types of
extemporaneous performance. These were not frequently programmed
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(although they may have been performed as encores and not listed on
programs) and they generally used themes from the established composers as
their subjects.14
The defining inclusive factor for contemporary etudes, however, was
their relationship to the established tradition of pianistic writing.
Mendelssohn’s popular books of Lieder ohne Worte, Rondo Capriccioso, and
Fantasia, while not labeled as studies, were examples of pianistic composition
that stemmed from the great Germanic/Austrian tradition. The frequent
performances of these works for solo piano may be attributed to
Mendelssohn’s reputation, within London’s musical culture, as the initial
champion of J. S. Bach in the early part of the century.
Towards the end of the 1840s, Chopin was also beginning to appear on
more solo performances. Reviews of his music were mixed, but the artistic
opinions of professional pianists who had helped to establish the classical
music culture were beginning to wield more power in the culture as a whole.
One reviewer of Moscheles’ performance of the “Black Key” Etude remarked
that it “ . . .proved a sweet composition, and fully justified the encomiums
which we heard M. Czerny pass upon this accomplished musician.”15
Chopin’s F minor Concerto had been popular with the fashionable crowd
from its English premiere, but became more established within the canon
because of performances by Louise Dulcken in 1845. Her performances were
lauded by the press and the audiences which, according to one critic, “may
teach other pianists that it is not always necessary to play trivial music in
order to gratify an audience of amateurs. Chopin’s music is of a profound
character, and does not carry its beauties on the surface, and Madame
Dulcken, by her manner of interpreting it showed her entire capability of
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appreciating its sterling merits.”16 Chopin’s inclusion within the canon was
quickly becoming a reality.

THE ART OF INTERPRETATION
Works which showed evidence of diligent industry and intellectual
struggle and mastery were included in the pianistic canon. Performers were
required to exhibit these traits as well. Interpretation of the works of the great
masters required much more historical and compositional knowledge than
did the interpretation of works of the moment, designed to emphasize
pianistic skill and technical virtuosity. The professional pianists of the 1830s
and 40s were educators; they sought to convey music history and style
through their performances. It is no coincidence that these solo piano
performances coincided with the rise of analytical program notes.17 The
emphasis upon the listener’s self-improvement appealed to many potential
middle class audience members. After his second season of musical soirées in
1838, Moscheles was applauded by the musical press for his contributions to
public musical education. It was even said that “no young professional
student can learn more in so short a space of time as that which would be
occupied in attending these soirées; no amateur can have an opportunity of
enjoying greater or more refined gratification.”18
Other pianists were not such greatly admired interpreters. Although
Liszt had made a great impact on the fashionable benefit concert scene,
classical music connoisseurs were concerned with his perceived selfaggrandizement and displays of vivid personality saying that “to lay our
objection at the root of the evil; it envelopes the essentials of art in a string of
false positions; it enslaves the understanding to the ear - it draws attention
from the composer to the player - from music to its performance.”19 In the
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minds of these middle class critics, technical skill was necessary, but it needed
to be used in the service of an intellectual understanding of the work of the
composer. Moscheles was the apotheosis of the mid-nineteenth century
artist, with “his attention to nuance, the lights and shadows of the
contrapuntal movements, displaying a perfect sympathy with the mind of the
composer.”20 At the opposite end of the spectrum was Thalberg who
continued to program his own works of virtuosic spectacle well into the 1840s
(See Appendix II, Figure 2). Although he showed complete mastery of his
instrument and of every difficulty in the modern repertoire, Thalberg slowly
lost his popularity within London’s musical culture toward 1850 and began a
more lucrative tour of the provinces.
Foreign artists who came to establish themselves in London’s musical
culture of 1850, such as Alexander Billet, found a musical world that was
quite different from what it had been fifteen years earlier. Billet’s program of
July 3, 1850 illustrates how commonplace certain programming conventions
had become by that point. His program included a Beethoven Sonata, a
Dussek Sonata, the Mendelssohn Fantasia in F sharp minor and a series of
preludes and fugues and etudes.21 Programs such as this, performed
artistically, would have assured him of a financial and social status in London
that would surpass that of any other European city.
The impact of canon formation and the classical music public upon the
ultimate development of the solo piano recital is immeasurable. The gradual
shift in emphasis from compositional and technical skill to interpretational
ability created space for an entirely new breed of professional pianist, and
London was the site of the most significant early developments in this
cultural evolution.
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6
CONCLUSION
The period of activity in London’s cultural life that has been examined
in this study, 1837 to 1850, was one in which many long lasting piano
performance conventions originated. Although solo piano recitals became
very popular in other European centers after the late 1840s, the repertoire
choices and performance conventions that became standard were first
initiated in London. This format remains in use today, with few exceptions.
Our notions of pianistic canon are somewhat broader and more inclusive
today. However, it is true that those composers which formed the pantheon
of classical music for the Victorians are the same composers which form the
core of the pianistic repertoire today. This study has dealt with the social and
economic origins of the earliest public solo piano performances and the
repertoire that formed the content of those performances. There are those
who might say that such a repertoire arose out of absolute issues of musical
content and worth, aside from social and cultural movements. However
tempting such a position might be for the purist, it is impossible to ignore the
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impact that social class identity and professional autonomy had upon notions
of musical value and worth.
After examining the conditions that led to the evolution of the piano
recital, one might raise questions about its place in late twentieth century
cultural life. The audience for piano recitals today is quite similar to the
audience that supported solo piano performances in the 1840s. For the most
part, today’s solo recital is most popular and frequent in academic circles
(universities and colleges) and among the society of professional musicians.
This intellectual “elite” is perhaps even more exclusive than the upper
middle class audiences of the nineteenth century. Piano recitals occur on a
more public scale in certain urban centers, but not with as much frequency
(and possibly not with as much financial success) as the concerto
performances which form a small part of orchestral concerts. Compare this
with the preeminent financial success of benefit concerts that involved
concerti and ensemble works to provide a variety of entertainment for the
fashionable audiences. In addition, many solo performances are directed
towards making an educational impact on audience members. A parallel is
found in the attempts of early nineteenth century pianists to demonstrate a
history of pianistic composition.
There are, however significant differences in today’s concert life. In
particular, the advent of recordings has changed the performance landscape
in fundamental ways that dramatically affects the reception of public solo
performances. In some cases, the ability to hear performances of unequivocal
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quality in the home creates a reluctance to attend public concerts at a greater
cost and inconvenience.
Many modern music histories and cultural studies treat the subject of
solo performances in conjunction with concerto and chamber music
performances. Unfortunately, this approach fails to acknowledge the unique
place that early solo piano performances held in the development of a
classical music public. Movement towards the canonization of great pianistic
works, with its roots in class definition, influenced the activities of the
professional solo pianist in unique ways. The solo piano recital was created at
the crossroads of various intellectual, social and economic movements. In
the opinion of this author, it remains as valid a form of performance and
musical communication in the late twentieth century as it did in the late
1830s.
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APPENDIX I1

TABLE I

TICKET PRICES AT PERFORMANCES OF SOLO PIANO MUSIC
Date

Performer

Venue

Price

8 April, 1824
8 July, 1829
24 April, 1837
Feb., Mar. 1837

F. Ries
L. Dulcken
L. Dulcken
I. Moscheles

Argyll Rooms
Argyll Rooms
H.S. Rooms
H.S. Rooms

9 June, 1840
16 Sept., 1840

F. Liszt
F. Liszt

Willis’s Rooms
Stamford Rooms

1845-1850

Musical Union

Willis’s Rooms

13 Dec., 1842
Jan., Feb. 1843
Jan. 1844

S. Thalberg
W.S. Bennett
L. Dulcken

HS Rooms
Residence
Residence

Jan. 1844

W.S. Bennett

Residence

Mar., Apr. 1850

A. Billet

St. Martin’s Hall

1/2 Guinea
1/2 Guinea
10s 6d
Single: 1/2 Guinea
Three: Guinea
10s
Single: 6s
Family-4: 21s
Single: 10s 6d
Season (10): £2 2s
10s 6d
Series only: Guinea
Single: 1/2 Guinea
Series: £1 5s 6d
Single: 1/2 Guinea
Family-3: Guinea
General: 2s
Central Seats: 3s
Reserved Seats: 5s
Series: 10s 6d
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TABLE II

LISTS OF SOLO PIANO REPERTOIRE FOUND IN CONCERT PROGRAMS
AND REVIEWS
March 19, 1837 - Ignaz Moscheles - Hanover Square Rooms
Part I
Sonata Melanconica (C# minor, Op. 27, in 3 mvmts.) - Beethoven
3 Preludes and Fugues (B flat Major, G# minor, B Major) - J.S. Bach
An Overture, a Gigue and a Passacaille (from the Suites of Lessons) - Handel
Lieder Ohne Worte - Mendelssohn
Part II
A Selection from the Suites of Lessons, as originally written for harpsichord
and, by desire, performed on that instrument by Mr. Moscheles - D.
Scarlatti
L’invitation pour la Valse - Weber
*The Gigue was encored
May 27, 1837 - Louise Dulcken - King’s Theatre Room
Part I
Concerto - Mendelssohn
Part II
Fantasia on airs from “Don Giovanni” - Thalberg
January 27, 1838 - Ignaz Moscheles - Hanover Square Rooms
Part I
Selections by: the Bachs, Handel, Scarlatti
Part II
Sonata Appassionata - Beethoven
Tarantella - Weber
Sonata “Plus ultra” - Dussek
Part III
“Black Key” Etude - Chopin
“Grand Prelude” - Mendelssohn
Selected Etudes - Moscheles (including “The Terror”)
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February 3, 1838 - Ignaz Moscheles - Hanover Square Rooms
Part I
Grand Fugue and Fantasia in F minor (originally for two pianos) - Mozart
Grand Variations on Mehul’s Romance from “Joseph” - Weber
Part II
Sonata, Op. 53 - Beethoven
Selections from Lieder ohne Worte - Mendelssohn
Etudes - “Bacchanale,” “Affection,” “Terpsichore” - Moscheles
March 2, 1838 - Ignaz Moscheles - Hanover Square Rooms
Part I
Prelude and Fugues in C Major and E Major - J.S. Bach
Allegro, Adagio, Fugue (F Major) - Handel
Grand Sonata Appassionata, Op. 25, C minor - Woelfl
Part II
Momento Capriccioso - Weber
Etudes - “Wrath,” “Reconciliation,” “Contradiction,” - Moscheles
March 23, 1838 - Ignaz Moscheles - Hanover Square Rooms
Part I - Harpsichord
Aria in D minor and Fugue in E minor - Handel
Two Preludes and Fugues in E and D minor (originally for organ) - J.S. Bach
A selection from the Suites of Lessons including “Cat’s Fugue” - Scarlatti
Part II - Pianoforte
Etudes - “Juno,” “A Dream,” “Alla Napolitana” - Moscheles
Grand Fantasia in F sharp minor (written for Moscheles) - Mendelssohn
March 7, 1839 - Ignaz Moscheles - Hanover Square Rooms
Part I
Prelude and Fugue - A Musical Offering - J.S. Bach
Fugue in G minor from Requiem - Mozart
Extract from harpsichord lessons including “Cross-Hand” - Scarlatti
Variations on “Eroica” Theme - Beethoven
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Part II
Selections of studies (including “Ambition”) – Moscheles
Grand Galop Chromatique - Liszt
March 21, 1839 - Ignaz Moscheles - Hanover Square Rooms
Part I
Introduction, toccata and gigue in G minor - Mondonville
Two fugues - Reicha
Fugue composed on a subject of Mozart’s Symphony in D (beginning in
unison) -Moscheles
First Prelude and Fugue in Gradus ad Parnassum - Clementi
Fugues - Martini Abbate
Sonata, Op. 106 - Beethoven
Part II
Two Characteristic Studies - Moscheles
Hommage à Handel (duet for two pianos with W. Sterndale-Bennett)
- Moscheles
June 9, 1840 - Franz Liszt - Hanover Square Rooms
Scherzo, Storm, Finale of the Sinfonia Pastorale - Beethoven
Song Transcriptions of “Serenade,” “Ave Maria” - Schubert
“Hexameron” on Suoni la tromba from I Puritani - Chopin, Thalberg, Liszt,
Czerny,Dohler, Pixis
Tarentelles - Liszt
Galop Chromatique - Liszt
June 19, 1840 - Franz Liszt - Willis’s Rooms
Fugue in E minor - Handel
Overture to William Tell - Rossini
Grand Sonata (violin obbligato M. Ole Bull)
Weary Flowers - Schubert
Serenata e Lorgia (des Soirées de Rossini)
Earl King - Schubert
Etudes and Mazurkas - Chopin
Grand Marche Hongroise - Liszt
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May 31, 1841 - Louise Dulcken - Great Concert Room - Her Majesty’s Theatre
Part I
Grand Fantasia (La Donna del Lago) - Thalberg
Grand Duet - Hexameron (Dulcken and Liszt) - Chopin, Thalberg, Liszt,
Czerny, Dohler, Pixis
December 14, 1843 - Sigismond Thalberg - Castle Hotel, Richmond
Andante in D flat - Thalberg
Etude No. 3 in A minor, Op. 45 - Thalberg
Fantasia on Airs from Sonnambula - Thalberg
Capriccio on Themes from Rossini’s Semiramide - Thalberg
November 29, 1843 - Louise Dulcken - Residence, Harley Street
Part I
Sonata in D minor (Op. 31) - Beethoven
Part II
Hommage à Handel (duet with M. Moscheles) - Moscheles
Andante in F - Beethoven
“La Gaité” - Weber
December 20, 1843 - Louise Dulcken - Residence, Harley Street
Sonata in C - Weber
Andante and Rondo Capriccioso - Mendelssohn
January 8, 1844 - William Sterndale Bennett - Residence, 42 Charlotte St.,
Fitzroy Square
Part I
Prelude and Fugue in F minor - Handel
Prelude and Fugue in A flat Major - J.S. Bach
Fugue in F minor - Mendelssohn
Part II
Lieder ohne Worte - 3rd Book - Mendelssohn
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February 5, 1844 - William Sterndale Bennett - Residence, 42 Charlotte St.,
Fitzroy Square
Part I
Concerto - J.S. Bach
Part II
Sonata, Op. 33 in E flat Major - Beethoven
Genevieve-Romance - Sterndale Bennett
Rondo Piacevole and Study in E flat - Sterndale Bennett
February 12, 1844 - W.H. Holmes (Professor of Piano at Royal Academy) Willis’s Large Room
Part I
First Sonata in E flat - Walter Macfarren
Part II
“Murmure de La Seine” Nocturne - Chopin
May 28, 1844 - Sigismond Thalberg - Hanover Square Rooms
Part I
Grand Fantaisie (Semiramide) - Thalberg
Andante Finale (from Lucia di Lammermoor) and Study in A flat - Thalberg
Part II
New Grand Fantasia (Masaniello) - Thalberg
March 9, 1845 - Ignaz Moscheles - Queen Square Select Society
Sonata No. 2, Op. 29 - Beethoven
Sonata in E, Op. 90 - Beethoven
Grand Sonata, Op. 106 - Beethoven
April 6, 1845 - Ignaz Moscheles - Queen Square Select Society
Sonatas No. 1 and 2, Op. 14 - Beethoven
Sonata Caracteristique, Op. 81 - Beethoven
Sonata, Op. 111 - Beethoven
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May 22, 1845 - Ignaz Moscheles - Beethoven Society Rooms, No. 76 Harley
Street
Chromatic Fantasia and Fugue in D minor (performed from Forkel’s edition,
with notes, as to the true style of performance, left by the author to
Friedemann Bach, and by him to Forkel and his pupils) - J.S. Bach
Concerto in C minor (accompanied by Messrs. Vieuxtemps and Coenen
(violins), Hill (alto), Hausmann and Flower (contrabasso)) -J.S. Bach
Concert in D minor (accompanied as above) - J.S. Bach
June 4, 1845 - Ignaz Moscheles - Beethoven Society Rooms, No. 76 Harley
Street
Grand Dramatic Fantasia in C minor, Op. 11 - Mozart
Sonata Appassionata in C minor - Mozart
Suite de Pieces (Saraband with Variations, Fugue in E minor, Allemande,
Jigg) - Handel
Sonata in G minor, Op. 50, La Didone Abbandonata, Scena Tragica - Clementi
Fantasia and Fugue in F minor (for two performers/Sterndale-Bennett and
Moscheles) - Mozart
German Air (Unser dummer Pöbel meint) with variations - Mozart
June 14, 1845 - Ignaz Moscheles - Beethoven Society Rooms, No. 76 Harley
Street
Andante in F Major - Beethoven
Sonata Characteristique (Op. 81), “Les Adieux,” “L’Absence,” “Le Retour.”
- Beethoven
Sonata Quasi Fantasia, E flat (Op. 27) - Beethoven
June 19, 1845 - Ignaz Moscheles - Beethoven Society Rooms, No. 76 Harley
Street
Grande Sonate Dramatique (in D minor, Op. 29) - Beethoven
Grand Variations and Finale alla Fuga (on the final subject of La Sinfonia
Eroica) - Beethoven
Extempore Fantasia (on themes of Beethoven) - Moscheles
June 23, 1846 - Musical Union - Madame Pleyel - Willis’s Rooms
Notturno - Döhler
Tarentelle - Liszt
64

June 27, 1848 - Musical Union - Charles Hallé - Willis’s Rooms
Allegro from A flat Sonata, Op. 39 – Weber
Program No. 8 - 1849 - Musical Union - Charles Hallé - Willis’s Rooms
Sonata in F minor, Op. 57 - Beethoven
Programs 1-7 - 1850 - Musical Union - Willis’s Rooms
1) Miss Kate Loder
Rondo Cappricioso - Mendelssohn
2) William Sterndale-Bennett
Lieder ohne Worte - Mendelssohn
3) Charles Hallé
Nocturnes for piano solo, Op. 32
Polonaise in A Major, Op. 40
5) Charles Hallé
Concerto in D minor - mvmt. 1 - J.S. Bach
Romances sans Paroles - Silas
Extemporaneous Performance
7) Charles Hallé
Grand Sonata in C Major, Op. 53 - Beethoven
January 15, 1850 - Alexander Billet - Beethoven Society Rooms, No. 76 Harley
Street
Part I
Sonata in C Major, op. 38 - Clementi
Part II
Selections from Songs without Words - Mendelssohn
March (duet with Maurice Levy) - Beethoven
March 8, 1850 - Alexander Billet - Chamber Concert Room of St. Martin’s Hall
Part I
Military Duet (duet with Maurice Levy) - Mendelssohn
Sonata in A flat, Op. 26 - Beethoven
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Suite in F Major (duet with Maurice Levy) - Handel
Part II
Grand Sonata in E flat, “The Farewell,” Op. 44 - Dussek
Two Characteristic Studies - Sterndale Bennett
Rondo Capriccioso, Op. 14 - Mendelssohn
July 3, 1850 - Alexander Billet - Chamber Concert Room of St. Martin’s Hall
Part I
Sonata, Op. 106 - Beethoven
Selections of Studies:
F minor - Mendelssohn
F# Major - Henselt
C minor - Chopin
G Major - Sterndale Bennett
Fantasia in F sharp minor - Mendelssohn
Part II
Sonata in E flat, “The Farewell” - Dussek
Preludes and Fugues
A flat Major - J.S. Bach
G minor - Scarlatti
F Major - Handel
F minor - Mendelssohn
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APPENDIX II

FIGURE 1: ANNOUNCEMENT FOR MOSCHELES’ 1837 “SOIRÉEs”
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FIGURE 2: PROGRAM FOR AN 1844 BENEFIT CONCERT BY
SIGISMOND THALBERG
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FIGURE 3: PROGRAM FOR AN 1841 BENEFIT CONCERT BY
LOUISE DULCKEN
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FIGURE 4: PROGRAM FOR AN 1840 BENEFIT CONCERT BY FRANZ LISZT
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FIGURE 5: PROGRAM FOR AN 1861 MONDAY POPULAR CONCERT
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FIGURE 6: INVITATION FOR AN 1845 QUEEN SQUARE SELECT SOCIETY
PERFORMANCE BY IGNAZ MOSCHELES
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FIGURE 6 (continued): PROGRAM NOTES
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FIGURE 7: INVITATION FOR A SECOND 1845 QUEEN SQUARE SELECT
SOCIETY PERFORMANCE BY IGNAZ MOSCHELES
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ENDNOTES
Works frequently cited are identified by the following abbreviations:
MW
RMU

1

The Musical World
The Record of the Musical Union

Introduction

11

The double escapement action, patented by Sebastian Érard in 1821, allowed any note to be
repeated quickly without its key having to return to the full height before reiteration. It
allowed for a controlled rhythmic emphasis, paving the way for many virtuosic compositions
including Liszt’s Paganini Studies.
2 Leon

Plantinga quotes this letter to Princess Belgiojoso as well as Liszt’s sample program in
Romantic Music: A History of Musical Style in Nineteenth-Century Europe, (New York: W. W.
Norton and Company, 1984), 184. He adds, in a footnote, that the term “recital” was first used
by Liszt in London in 1841. Contemporary reports in The Times, 11 June 1840 and 20 June 1840
indicate that it was this year that Liszt’s “recitals” were debuted in London.
3

Ibid., 184.

4 Advertisement

in the archives of the Royal College of Music, London. See Appendix II, Figure

1.
5 In

Liszt: My Travelling Circus Life. Music in Georgian and Victorian Society Series.
(Carbondale and Edwardsville: Southern Illinois University Press), 1991, David Ian
Allsobrook quotes from the Athenaeum, 18 November 1837 on page 13.

6

See Janet Ritterman. “Piano Music and the Public Concert: 1800-50,” in The Cambridge
Companion to Chopin, ed. by Jim Samson. (Cambridge: Cambridge University Press, 1992), 12.

7 Ibid.,

13.

8

Simon McVeigh. Concert Life in London from Mozart to Haydn. (Cambridge and New York:
Cambridge University Press, 1993), xiv.
9

2

Ritterman, 13.

Review of the Literature

1 Published

by Cramer, Beale and Co. Music Sellers in London.

2

Joel Alan Sachs. “London: the Professionalization of Music,” in The Early Romantic Era:
Between Revolutions, 1789 and 1848, ed. by Alexander Ringer. (Englewood Cliffs, N.J.:
Prentice-Hall, 1991), 218.
3

H. Chorley. Thirty Years’ Musical Recollections. (London, 1862); Henry Davidson. Music
during the Victorian era. From Mendlessohn to Wagner: being the memoirs of J.W. Davison,
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forty years music critic of “The Times.” (London: W. Reeves, 1912); John Ella. Musical
Sketches, Abroad and at Home. (London: Ridgway, 169, Piccadilly, 1869).
4 Ed.

by La Mara. (New York: Greenwood Press, 1969).

5

from the Music in Georgian and Victorian Society Series. (Carbondale and Edwardsville:
Southern Illinois University Press, 1991).

6 Vol.

1. (New York: Knopf and Random House, 1983).

7 Ibid.,

p. 354.

8

These lists can be found in Pamela Susskind Pettler’s article “Clara Schumann’s Recitals,
1832-50,” in 19th Century Music IV (Summer 1980): 71-76.
9

A.D. Coleridge, translator and Charlotte Moscheles, editor. (New York: H. Holt, 1879).

10 London, Toronto and Melbourne:
11

Ehrlich, 1976, 27.

12

Ibid., 29-34.

13 London:
14 New

J. M. Dent and Sons Ltd. , 1976.

Edward Arnold Publishers, Ltd., 1955.

York: Holmes and Meier Publishers, 1975.

15 Weber,

1975, p. 23.

16 Oxford:

Clarendon Press, 1985.

17 Oxford:

Clarendon Press, 1992.

18 Weber,

1992, 21. The author goes on to explain the role that ideology plays in a formation of
canon - the idea that such musical ‘classics’ had a morally regenerative power upon those who
would or could receive it.
19 In

reference to music, this denotes an emphasis on the formal aspects of the music itself,
rather than metaphysical speculation.
20 The

term ideology refers to the body of ideas reflecting the social needs and aspirations of an
individual, group, class, or culture (American Heritage Dictionary, 1983).
21 Carew’s

article appears in this volume edited by Jim Samson - Cambridge: Cambridge
University Press, 1992, and Gramit’s article appears in Volume XVII/1 (Summer 1993): 65-78 of
the journal mentioned.
22

Therese Marie Ellsworth, (Ph.D., Music History, University of Cincinnati, 1991).

23 Arthur

Loesser, (New York: Dover Publications, Inc., 1954).

24 Cambridge:

Cambridge University Press, 1992.

76

25 ed.

by Alexander Ringer. Music and Society Series, (Englewood Cliffs, N.J.: Prentice-Hall,

1991).
26 Bloomington

and Indianapolis: Indiana University Press, 1989. This series of essays was also
published (in an earlier form) as the Autumn 1986 issue of Victorian Studies.
27 “Piano
28 Vol.

Music: 1800-1870” found inVolume V: The Romantic Age, 1800-1914, (London: 1981).

129, 289-293.

3 An Overview of Concert Life in London: 1800-1850
1

Sachs, 201.

2

For a general overview of the political and social landscape of Victorian England see Robin
Gilmour, The Victorian Period: The Intellectual and Cultural Context of English Literature
1830-1890, Longman in Literature Series. (London and New York: Longman Group Ltd., 1993),
1-24.
3

Sachs, 204.

4 Moscheles,
5

36.

Ibid., 37.

6 MW,

Vol. 5, 138 (May 12, 1837). Mrs. Lucy Anderson was a well known and admired pianist,
particularly for her role as instructor of Princess Victoria.
7 Moscheles,
8 MW,

211.

Vol. 8, No.2, 19-20 (January 12, 1843).

9 Allsobrook,

10.

10 Moscheles,

148.

11 ‘Morning,’
12 See

in this case, refers to 2:00pm in the afternoon.

Appendix II, Figures 3, 4 and 5 for examples of benefit concert programs.

13 Several

programs of women’s performances illustrate this convention. For example, Lucy
Anderson gave a performance in the Argyll Rooms on May 13, 1829 which included bravura
variations on “Lungi dal Caro,” a popular Italian aria at the time. Mrs. Anderson also
performed the ubiquitous Thalberg Fantasy on Airs from “Don Giovanni” in a concert at the
Hanover Square Rooms on June 19, 1839. Eleanor Geary, a slightly less well known pianist,
followed tradition by playing a Fantasia by Julius Benedict at Miss Fanny Russell’s Grand
Evening Concert on Dec. 8, 1841. (RCM archives)
14 Sachs,

219. Rumors regarding Paganini’s greed and murderous past, as well as his dramatic
stage character, combined to create a public perception of him as akin to a demon or other evil
manifestation. This, of course, only urged more and more attendance at his performances.
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15

Elkin, 78.

16 See

“Introduction,” in Weber, 1992 for a complete description of the foundation of this
organization.
17

Sachs, 210.

18

from Ellsworth, 1991. Originally found in The Musical Library Supplement, December 1835,
p. 19.
19

The Beethoven Quartet Society, rather like the Queen Square Select Society which
sponsored Moscheles’ performances of Beethoven sonatas in 1845, did not sell tickets to the
public, but invited a select group of members to each performance.
20 ‘The

Land without Music’ taken from a German book about Britain by Oscar A. H. Schmitz:
Das Land ohne Musik: Englische Gesellschaftsprobleme . (Munich: G. Müller, 1914).
21 quoted

in Davison, 48. J. W. Davison, editor of the Musical World, was one of the most
outspoken advocates of native English music throughout his career as critic, writer and
composer.
22

Henry Pleasants, trans. and ed. Schumann on Music: A Selection from the Writings. (New
York: Dover Publications, Inc. 1965). The passage quoted is from an article in the inaugural
1837 issue of the journal Neue Zeitschrift für Musik, the journal created by Schumann in
Leipzig.
23

taken from Thomas Busby’s Concert Room Anecdotes, with directory lists of 1794 and 1824.
Quoted in Loesser, 251.

24

Ehrlich, 1976, 28.

25

See any Jane Austen novel (particularly Emma and Pride and Prejudice) for the role of the
piano in courtship and social interaction between the sexes. In Jane Eyre, written by Charlotte
Brönte and published in 1847, Mr. Rochester is not surprised at Jane’s level of ability, saying
“You play a little, I see, Like any other English schoolgirl: perhaps rather better than some,
but not well.”

26 Moscheles,

49.

27 quoted

in Erhlich, 1976, 34.

28 quoted

in Erhlich, 1976, 21.

29

4

Sachs, 218.

Economic and Social Aspects of Solo Performance

1 Appendix

II, Figure 1. Moscheles was born in Prague in 1794. He began performing in public at
the age of 14, in order to support himself and his family after the death of his father. Having
performed in London in a concert tour during 1821, Moscheles decided to establish permanent
residence there from 1825 to 1846, when he accepted a post at the Leipzig Conservatory.
Moscheles’ long association with the Philharmonic Society (having conducted the second
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performance of Beethoven’s Ninth Symphony in London to great acclaim, the first having been
a critical and economic failure), his friendship with and sponsorship of many great continental
composers and performers such as Mendelssohn and his piano performances enhanced the concert
life of London immeasurably during his tenure there.
2 Gilmour,

xiii.

3 Commercial

ventures such as music publishing and distribution, editing and instrument
manufacture/endorsement were very tempting sources of income for the aspiring musician.
4

Ehrlich, 1985, 51.

5

Ibid., 31.

6 Sachs,

219.

7

Ibid., 41.

8

Ibid., 40.

9

Ibid., 46.

10

Based on an estimate of the peak yearly income of the Italian bass player, Dragonetti who
was then based in London. Many foreign virtuosi gained most of their income outside London in
lucrative tours of the provinces.
11 from

The Musical Examiner, 17 December 1842, p. 32. Quoted in Ellsworth, p. 4.

12

from a letter in the Philharmonic Society’s Archives, dated 21 Nov. 1822. This is quoted in
Ehrlich, 1985, 48.
13 Weber,

1975, 23.

14

Weber, 1975, 50. This simplifies the multiplicity of cultural currents which taken together,
created the public’s creation and approval of the ‘recital’ as a valid form of musical experience.
15

Ibid., 18.

16 A

table outlined these price brackets in London, Paris and Vienna with currency
abbreviations and equivalencies can be found on p. 160 in Weber, 1975.
17 Elkin,

116. Quoted from the Harmonicon, a contemporary music journal.

18 Ibid.,

93. Hanover Square Rooms were converted into a club in 1874, almost one hundred years
from their inception as a performance venue.
19 Ibid.,

74. This was a June 2, 1768 benefit concert for the oboist J. C. Fischer. J. C. Bach was the
pianoforte soloist.
20

Ibid., 77.

21 RMU, 1848 issue.
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22 Found

in the editor’s preface to RMU; this quest for “serious” connoisseurs of classical music is
typical of many of the societies which organized classical concerts.
23 Information

gleaned from the RMU. This information is presented in Table 16 of Weber, 1975,
165. Interestingly, fifty eight percent of all subscribers to the Musical Union were women. Men,
however, held all positions of authority and directorship within the organization.
24 MW,

Vol. 25, No. 9. Billet was born in St. Petersburg, had lived for many years in Lyons,
France and settled in London in 1849.
25 See

Appendix I, Table II for solo piano content of many contemporary performances.

26 MW,

Vol. 21, No. 22. As a woman, Mme. Pleyel did not, of course, perform her own
compositions at these recitals. They contained virtuosic music written by “modern” composers,
such as Dohler, Pixis and other ‘fashionable’ composers of salon music.
27 MW,

Vol. 7, No. 49.

28 MW,

Vol. 19, No. 2.

29 For

a full discussion of the impact of amateurism on classical music at the time, “The High
Status Classical Music Public,” in Weber, 1975.

5 Social Identity and the Pianistic Canon
1 RMU,

1850.

2 Weber,

1992, 5.

3

Weber, 1992, 2. Weber considers this link with a wider intellectual life (outside of the music
profession) to be critical in the formation of any artistic canon.
4 Weber,

1992, 7.

5 For

a complete analysis of the Handel Commemoration see “The 1784 Handel Commemoration
as Political Ritual,” in Weber, 1992.
6

Ella, 139.

7

Ella, 73.

8 Ellsworth,

103. Beethoven concertos account for twenty performances through 1850, more than
twice that of any other composer with the exception of Moscheles and Mozart.
9 See

Appendix I. Except for two programs in May and June of 1845 that were intended as an
educational illustration of a particular composer’s output (Bach and Mozart/Clementi), there
is only one of Moscheles’programs that omits a work by Beethoven (March 2, 1838). It presents
a sonata by Woelfl.
10 It

is of interest to note the similarity of names for the sonatas by these composers. The
“Farewell” Sonata by Dussek and the “Grand Sonata Appassionata” by Woelfl may have been
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published or publicized with these names to highlight the similarity with Beethoven works
of the same name.
11 Appendix

I, Table II. In particular, the performance of Sterndale-Bennett in Jan. of 1844 and
Alexander Billet in July of 1850. It is also interesting to note that the compositions of Mozart
which were performed at this time were fugues, with only a few exceptions. The Fantasia and
Fugue in F minor for two pianos and transcriptions of Mozart’s choral and orchestral fugues were
favorites. Mozart concertos and sonatas were discovered and performed by the English public
much later than the works of Beethoven and Bach, so in this period very few sonatas were
played. The C minor sonata may have been performed more frequently because of its similarity
in structure and key to some of the Beethoven sonatas.
12 Davison,

45.

13 Appendix I, Table II.

March 21, 1839. Moscheles’ own fugue was composed on a Mozart
subject. He included his own duet,“Hommage à Handel,” which makes use of fugal writing as
well. This program was obviously intended as an illustration of the evolution of the keyboard
fugue.
14 Appendix

I, Table II. See Moscheles’ June 19, 1845 performance.

15 MW,

Vol. 5, No. 99, 71-72 (Feb. 2, 1838).

16 MW,

Vol. 18, No. 23, 199 (June 8, 1843).

17 The

Musical Union concerts were groundbreakers in the area of program notes. See any issue
of RMU. See also Appendix II, Figures 6 and 7 for examples of program notes in entirely solo
piano performances.
18 MW,

Vol. 1, No. 95, 12 (Jan. 5, 1838).

19 MW,

Vol. 13, No. 128, 362-63 (June 11, 1840).

20 MW,

Vol. 5, No. 99, 71-2 (Feb. 2, 1838). This quote refers to Moscheles performance of
Beethoven’s Appassionata Sonata.
21 Appendix

I, Table II. July 3, 1850 - Chamber Concert Room of St. Martin’s Hall. The
increased capacity of this newly built venue would have provided even a more than adequate
financial return. See Appendix I, Table I for the adjusted ticket price for such a venue.

Appendix I
1

All information in Appendix I was found in issues of The Musical World, The Record of the
Musical Union and extant concert programs and advertisements in the Royal College of Music
Archive in London, UK.

Appendix II
1

These figures are reproduced with permission from the Royal College of Music Archive,
London.
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2 These

notes read as follows: *Beethoven having been asked for the key to this Sonata,
replied. . . .”Read Shakespeare’s Tempest” **This bar was prefixed to this movement by
Beethoven after the whole of the Sonata was printed and ready for publication. Ries gives the
following account of it – “Beethoven had sent the Sonata Op. 106 to me in London for sale, that
it might appear there at the same time as in Germany. The engraving was completed, and I, in
daily expectation of the letter fixing the day of publication. This arrived at last but with the
extraordinary “request” – ‘Prefix the following two notes, as a first bar to the beginning of the
Adagio.’ This Adagio has from 9 to 10 pages in print. I own the thought struck me
involuntarily, that all might not be right with my dear Master, a rumour to that effect having
been spread. What! add two notes to a composition already worked out and out and completed
six months ago? But my astonishment was yet to be heightened by the effect of these two notes.
Never could such be found again; so striking, so important, no, not even if contemplated at the
very beginning of the composition.”
3 The

notes at the bottom of the page read as follows: Of these Sonatas his Biographer says, in
a disquisition on this class of his Compositions.- “Among the most rich in materials, and
unfortunately, among the least known, are the two Sonatas Op. 14. Both have for their subject a
dialogue between a husband and wife, or a lover and his mistress. In the second Sonata, this
dialogue, with its signification, is very forcibly expressed, the opposition of the two principal
parts being more sensibly marked than in the first Sonata. By these two parts Beethoven
intended to represent two principles, which he designated the entreating and the resisting.”
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